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ABSTRACT 
 Theoretical perspectives of feminist pedagogy provide an alternative lens to 
examine the teaching and learning process within music education programs in higher 
education.  Music programs have traditionally emphasized formal constructions and static 
content, which typically are associated with Western European, patriarchal ideologies.	  
Feminist pedagogy, originating in social constructivism and critical theory, offers an 
instructional approach for a more democratic and diverse curriculum and pedagogy. 
Extending from feminist pedagogy is Black feminist pedagogy, which offers a more 
specialized instructional approach for underrepresented populations in education.  Both 
feminist pedagogy and Black feminist pedagogy foster a unique intersection for 
institutions of higher education whose historic mission integrates race and gender as part 
of its targeted efforts.  When examining the music education literature, particularly as it 
relates to diverse groups, a feminist instructional approach addresses the interconnections 
of race and gender as social and cultural constructions, which are almost absent from 
higher education research altogether.    
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 Using the intrinsic case study model and qualitative data, I examine ways feminist 
pedagogy and Black feminist pedagogy, are integrated into the undergraduate music 
program at Spelman College, a historically Black college for women.  I also investigate 
how course curricula are inclusive of both traditional feminist and Black feminist 
pedagogical principles.  I explore how discourses of gender, as well as race, play a role in 
the pedagogical practices of teachers within a single-sex institution committed to the 
education and empowerment of women of color.  Furthermore, I describe ways in which 
students are influenced by both traditional feminist and Black feminist pedagogical 
approaches, and how music educators are fulfilling the need to teach music outside their 
own experiences, which are in some cases, a Western European patriarchal approach. 
 Using Barbara Coeyman’s (1996) four principles of traditional feminist pedagogy 
for women’s studies in music and the general music major curriculum (i.e., diversity, 
opportunities for all voices, shared responsibility, and orientation to action), as a 
theoretical framework the following three components were examined in this study: 
context (structural influences of gender and race), content (curriculum and course 
design), and pedagogy (classroom instruction and goals).  Data was ascertained through 
triangulated measures of interviews with faculty and students, observations of class time 
and performances, and document collection of relevant data sources (e.g., course syllabi, 
music department handbook, and performance programs).  I used findings from the 
research to demonstrate how discourses of gender and race permeate the institutional 
environment at Spelman College, and have direct links to curricula structure, as well as 
the institutional mission of the teaching and learning process of its students.  I also used 
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findings to further enhance the knowledge base of music education literature and 
implications for African-American females in higher education.  Finally, suggestions 
were given as to how music educators can design and teach within a music environment 
that is socially and culturally inclusive for all students.  
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CHAPTER ONE - INTRODUCTION 
“With every new day comes new strengths and new thoughts.” 
-Eleanor Roosevelt 
 The words of Eleanor Roosevelt, wife of for U.S. President Franklin D. 
Roosevelt, conveys the importance of rising above the narrow confines of traditional 
systems that oftentimes fail to give attention to the broader concerns of all humanity.  
Mrs. Roosevelt focused the majority of her life in social activism, particularly 
concentrating on the needs of minorities and women, making their voices heard in the 
corridors of power. It was Mrs. Roosevelt who made it possible for African-American 
contralto Marian Anderson to perform on the steps of the Lincoln Memorial in 
Washington D.C. when Ms. Anderson was denied the right to perform in Constitution 
Hall because of her race.  Just as there was a need to confront traditional practices of the 
1930s, the call to challenge current oppressive practices is expressed today.  
 The ever increasing racial and gender diversity of the college environment has 
cultivated a need to incorporate different research methodologies outside the traditional 
disciplinary boundaries (e.g., areas of study limited by social and cultural constraints). 
Black women have been participants in higher education for more than a century, but are 
almost absent from major research literature; rarely is the impact of racism and sexism on 
Black women academe examined.  Music researchers have yet to examine the music 
educational experience of African-Americans, more specially, African-American women.  
Perhaps it is because issues of racism, sexism, and class privileges are still very difficult 
ones for music scholars to address (Lamb, Doloff, & Howe, 2002). These challenging 
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issues have prompted a need to explore alternative pedagogies, such as feminist 
pedagogy and Black feminist pedagogy, for teaching and learning music in the college 
music classroom.   
Background of Research Study 
 Feminist pedagogy, as well as Black feminist pedagogy, provides a framework for 
broadening and minimizing the assumed ‘norms’ and ‘stereotypes’ regarding not only 
gender, but also race and class, within a learning environment (Brisken, 1990; Sandell, 
1991). Both pedagogical approaches also serve as agents for remedial change by 
transforming a classroom environment into a haven for change inside and outside the 
classroom. Both perspectives are particularly evident at Spelman College, a historically 
Black college for women.   
 Historically Black Colleges and Universities (HBCUs) are nationally accredited 
institutions that were established in the United States with the principle mission of 
educating Black Americans.  HBCUs were founded for the education of African-
Americans at a time when they were banned from enrolling in other educational 
institutions in the United States.  Although initial intentions were to educate Black 
Americans, all races of students have been and continue to be admitted to HBCUs.  Of 
the current 104 HBCU institutions in the United States today, Spelman College is one of 
the only two historically Black colleges for women1.  Spelman is ranked among the 
United States top liberal arts colleges, as well as the United States top ten colleges for 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Bennett College (Greensboro, North Carolina) is the only other historically Black college for 
women.   
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women. 
 Spelman College has a long-standing mission to educate and develop women of 
color to become leaders committed to positive social change.  Some of Spelman’s notable 
alumnae include Pulitzer Prize2 winner Alice Walker, activist and Children Defense 
Fund3 founder Marian Wright Edelman, and musician and activist, Bernice Reagan 
Johnson.  As a graduate of Spelman College, and now a member of the music faculty, I 
hope to use this scholarship as a way of activating more dialogue regarding alternative 
ways of teaching music in college settings.  Through consideration of content, context, 
and pedagogy, examining the use of feminist pedagogy and Black feminist pedagogy in 
the music department at Spelman College offers an opportunity for understanding 
teaching and learning as an instrument for enhancing intellectual capacity, social 
engagement, and cultural awareness.  
Feminist Pedagogy in Music Education 
Music pedagogues have been working to analyze ways we practice music 
education by offering alternative pedagogical approaches to challenge the traditional 
patriarchal practice to teaching and learning music, one approach being the utilization of 
feminist pedagogy.   Using feminist pedagogy as a basis of principles, Coeyman (1996) 
provides a distinct explanation for feminist pedagogy in music.  According to Coeyman, 
the feminist pedagogical approach to music education:  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 The Pulitzer Prize is an award for achievements in journalism, literature, and musical 
composition in the United States. 
3 Founded in 1973, The Children Defense Fund is an American child advocacy and research 
group whose mission is to provide a voice for poor children, children of color, and children with 
disabilities.  
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addresses subject matters, teaching methods, and personal dynamics in and out 
 the classroom which are particularly conducive to studying women and gender 
 issues; promotes an understanding of how gender and sexuality shape teaching, 
 learning, and awareness of knowledge; is rooted in socially-based, student-
 centered orientation to teaching; and permits faculty and students alike to speak 
 with their own voice. (pp. 76–77)  
 The operation of feminist pedagogy within the music college program is a unique 
phenomenon.  Unlike other disciplines, such as subjects related to the social sciences that 
have found ways to incorporate a liberatory pedagogy into the teaching process, music is 
hegemonic in nature and brings about contradictions with its relationship to feminist 
pedagogy.  Feminist pedagogy is a form of liberatory pedagogy in that it places focus on 
the principles of transformation and social change.  Lamb (1996) identifies the struggle 
between practicing feminist pedagogy and accommodating professional standards of 
musicianship required by students: 
Unlike the interdisciplinary nature of feminist education, music education is 
discipline based and requires proficiency in a very specialized symbol system, as 
well as technical excellence.  Bachelors of music students take a minimum of 
courses outside music; often these are in directly related areas such as languages 
or education.  Becoming a professional musician precludes a wider knowledge of 
the world beyond music. In fact, wide interests may be judged indicative of a 
student’s lack of commitment to music. (p. 125) 
Unfortunately, this struggle between the practice of feminist pedagogy and professional 
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musicianship exists in many music classrooms in colleges across the United States.  On 
one hand there is strong consideration of the use of feminist pedagogy.  On the other, 
there still remains the juxtaposition with feminist pedagogy and its use in the college 
music classroom.   
Despite more than 25 years of developing and implementing feminist pedagogies 
in education (Coeyman, 1996; Cook, 1989; Frable, 1989; Lamb, 1996), patriarchal 
structures and assumptions on which music education is based, such as top-down 
pedagogical models and curricular standards, have not changed (Gould, 2011). For 
music, particularly music of the Western European art tradition, this is exemplified 
through large choral or instrumental ensembles organized around and/or controlled by the 
authoritative teacher-conductor.  On a college campus, where the musical goal is largely 
to increase solo and ensemble performance, other learning experiences such as self-
creativity and self-empowerment are ignored.  In the traditional college music program, 
conventional pedagogical practices focus on understanding what music is supposed to be 
and how music is supposed to sound.  Gould (2011) rebuts this traditional philosophy and 
offers a description of what the implementation of feminist pedagogy in music would 
produce: “Feminist philosophy in music education reveals and critiques the effects of 
music education practices, what results from choices represented in pedagogical 
techniques, curricular documents, instrument selection/assignment and hiring practices” 
(p. 135). 
The challenges that accompany the incorporation of feminist pedagogy in the 
music classroom go beyond the mere assimilation of women-based content in the course 
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curriculum. The challenge also lies with the outlook most music students possess as they 
enter a college music program.  In many cases, college music students are not very 
receptive to transformation.  In fact, many music students are thoroughly indoctrinated 
into musical culture prior to arrival at a school of music.  In some cases, their previous 
musical culture or experiences do not reflect the stagnant music curricula in some music 
education programs, which often excludes the multiplicity of music perspectives and 
practices outside Western European classical music.  In other cases, music students 
already know to anticipate authoritative presence, and the authority figure to project in 
terms of music director/professor is a male (Lamb, 1996).  For the music instructor, the 
challenge lies with producing “perfect performances,” which becomes the central focus 
rather than producing an empowering learning process for the students.  Though these 
challenges exist, the use of feminist pedagogy in music classrooms shows a pattern of 
positive results for both the teacher and the student (Gould, 2011; McCarthy, 2002) 
One cannot overlook the role gender plays in the implementation of feminist 
pedagogy in the music classroom.  Gender is inherent in all aspects of the music 
education profession: musical instruments, occupations, materials, pedagogies and 
preferences (Gould, 2004).  During the late 1970s, music researchers began taking an 
interest in gender-influenced music teaching and learning.  Porter and Abeles (1978) 
examined the common gender restrictions regarding instrument assignments in the 
elementary music classroom and how sexism influences what instrument a child plays.  
Schleuter (1978) explored the effects of gender and music aptitude upon instrumental 
music achievement.  Lucy Green (1997) was the first to investigate how musical meaning 
	  	   7 
is conditioned by knowledge of gender in the music making process.  Her research 
suggests the idea of music patriarchy and a theory of the social construction of musical 
learning.  According to Green (1997), the music classroom is a microcosmic version of a 
wider society, containing a variety of musical practices, wherein the discourse on music 
and musical meanings themselves are reproduced in combination with the formation or 
personal identity in terms of gender.  The music classroom that Green (1997) spoke of 20 
years ago is no longer the same microcosm of the current wider society.  Today, the 
music classroom is more diverse in regards to ethnicity, class, and even sexual 
orientation.  Therefore, it is imperative that these variables are recognized while 
considering the implementation of feminist pedagogy in the music classroom. 
Although researchers agree that music education has been slow to adopt feminist 
principles in teaching (Lamb, Dolloff, & Howe, 2002), the implementation of feminist 
pedagogy in the college music classroom continues to offer insight as to how music 
instructors can facilitate a more democratic, cooperative approach to learning music, 
where students and instructors collaborate and share classroom power.  As an alternative 
pedagogical approach in the music classroom, feminist pedagogy not only addresses 
issues related to gender studies and feminist theories, but also speaks to contextual make-
up of the ever-changing classroom environment, particularly for students who are often 
marginalized.  It is this type of alternative approach to teaching and learning that 
transform music instructors and empower their students to become critical and creative 
learners.   
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Three Components of Research 
 The status of feminism and gender research in music education is a unique 
perspective that has unfortunately assumed a minor role in music education when 
compared to other educational research areas.  As colleges and universities began to 
create diverse curricula that included courses in women’s studies, scholars realized that 
conventional pedagogical approaches to music were inappropriate because they failed to 
challenge assumptions of historiography and socialization (Lamb, Dolloff, & Howe, 
2002).   What now matters to music educators is not only what and who we teach, but 
also about how we teach – the pedagogical approach utilized in conjunction with the 
content while taking into consideration the context in which music is taught.  Neither the 
gender of the instructor, the class make-up, nor subject matter necessarily results in the 
use of feminist pedagogy in the classroom.  The content of the subject matter, the context 
in which the subject is taught, and the pedagogical influences between the instructor and 
student all should be considered simultaneously.   
 Content. When examining content as a factor for pedagogical reform, the 
materials used and taught within the course curriculum must be considered.  There needs 
to be a balance of men and women in the music textbooks and other curriculum materials.  
When there is a limited interest or even an absence of women in curriculum content, the 
message is sent that the roles, experiences, and contributions of women are insignificant.   
In a music classroom where feminist pedagogy is employed, the instructor should take 
the initiative to supplement materials where women are not only included, but also 
portrayed with no inequities.  Koza (1992) encourages music teachers to be aware of the 
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manifestation of inequity in music content and suggests ways music teachers can promote 
equity in course content.  Instead of just merely supplementing current textbooks with 
biographies of notable women composers, Koza encourages music teachers to redirect the 
“great man” approach and: 
address the larger context in which these women worked…. Because social mores 
have frequently admonished women not to aspire to greatness, because societal 
factors have worked against women who desired to excel in traditionally male-
dominated areas, and because men historically have written the rules determining 
what constitutes greatness, the “great man” strategy may not be the most 
appropriate approach for fairly discussing women’s past contributions to [music].  
…the issue of how to tell history may be as important as what to tell.  Clinging to 
the great man approach may present intractable problems of perspective – 
problems that the inclusion of a few women composers will not solve. (Koza, 
1992, p. 33) 
According to Shackelford (1992), to employ feminist pedagogy in classes, one 
must include the content and material that allows students to analyze as well as explore 
ways of discovering.  In order to effectively employ this type of content and material, 
instructors must consider the standard collection of materials that are traditionally used in 
the classroom. Hawkins (2007) examined gender biasness found within two standard high 
school choral music books.  He found that significantly more songs were about men than 
were about women.  Gender stereotypes were also found in the choral music books.  
Women and minority groups were presented less often (e.g., in songs, photos, stories) 
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than were males and the white majority.  Digon-Regueiro (2000) investigated the 
representation of women in music textbooks.  He found that male musicians dominated in 
textual and pictorial presentation, composing in all musical styles.  In contrast, women 
were poorly represented as composers and conductors, and were depicted in some of the 
song lyrics in a subordinate position in relation to men.   
The controversy related to the portrayal of women, and the lack there of, in music 
textbooks extends into other subject areas and into the broader arena of textbook 
publishers.  Gilbert Sewell (2005), the director of the American Textbook Council, 
believes that “diversity-based content decisions” bring conflict to publishers who find 
that it confuses historical record (p. 500). His analysis suggests that publishing companies 
seek to avoid content disputes and are not concerned about giving students a stilted view 
of [society] history.  Although the number of females represented in textbooks is 
increasing, there continue to be significantly more males in textbook content and 
illustrations (Litosseliti, 2014).  It would seem expectant for textbook publishers to 
increase female representation at a rate proportionate with male representation.   
Citron (2000) covers a large number of social influences on the formation of 
curriculum content and suggests examining the role of the music canon.  There is an 
under representation of women musicians in music textbooks and other curriculum 
materials.  This misrepresentation in standard texts sends the wrong message to women 
students, continuing the distorted appearance that the professional music world is 
unavailable to them.  Citron (2000) offers choices for how teachers can include women’s 
work in their courses: they can infiltrate the existing canon by including works of 
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women, or they can present a separate canon of women’s work alongside that of men.   
It is somewhat suitable to understand how feminist pedagogy can enhance the 
teaching of women and gendered subjects, such as Women and Music, where the content 
obviously include the roles and contributions of women. However, music courses that 
often omit the contributions of women or the use of repertoire by women composers, 
instructors may need to supplement course or repertoire materials with information about 
female composers and/or women of color, with emphasis on how social and cultural 
norms affect their lives.  The diversification of music content in this manner results in 
positive outcomes.  It suggests the assimilation of women into mainstream curriculum 
material, and not as a separate or exclusive focus.  
 Context.  When feminist pedagogy is incorporated into the classroom, the context 
in which the subject is taught is just as important as the content.  In other words, what are 
the cultural characteristics and traits of the students and their surroundings? Small (1990) 
claims that musical meaning lies in negotiating ideas within a culturally and historically 
defined context, including factors of race and gender.  Especially within the context of an 
urban, majority people-of-color classroom, one must seek out and develop strategies of 
teaching that demonstrate transformation from being agents of racist, sexist, and classist 
oppression to becoming agents of innovation, enfranchisement, and egalitarianism 
(Turpin, 2007).   
 Feminist pedagogical practices and processes within music classes should go 
beyond the occasional inclusion of women composers. The class make-up is an important 
factor when employing feminist pedagogy in the music classroom.  Over the last two 
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decades, demographical shifts in the broader society have impelled music scholars to 
view music education as socio-cultural action.  Particularly given the need to move 
toward a more inclusive curriculum that reflects students’ diversity, the outcomes of 
these demographical shifts have also shaped the need to examine music teaching and 
learning as a process embedded in social and cultural values (McCarthy, 2002).   Race 
and gender should be used simultaneously to broaden the contextual lens for 
understanding music teaching and learning.   Lamb, Dolloff, and Howe (2002) states that 
in music research in general, alternative perspectives should be pursued, one being the 
music educational experiences of African-American women:  
Black women have been active in all these areas: teaching, leading organizations, 
establishing schools of music, publishing and composing, and performing.  They 
transmitted their musical heritage on plantations in antebellum America, 
performed and conducted groups in urban churches, taught in schools and studios, 
and were active in African-American organizations.  (p. 658) 
 According to Humphreys (1998) there is a certain homogeneity in the approach of 
music research with a bias toward certain regions, men, and European-style music 
practices.  Women of color have been participants in music education for decades, but 
they are almost totally absent from research, rendering this group invisible both as racial 
and gendered subjects. The absence of literature that is inclusive of the interconnections 
of race and gender creates an incomplete representation of music education in America 
(Gasman, 2007; Howe, 1998).  Particularly, in studies of race, Black men stand as the 
universal subject, and in studies of gender, white women were the universal subject, 
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therefore leaving gender and race operating in separate fields of inquiry. According to 
Glenn (1998): 
There are important points of congruence between the concept of racial formation 
and the concept of socially constructed gender.  These convergences point the 
way toward an integrative framework in which race and gendered are defined 
mutually constituted systems of relationships – including norms, symbols, and 
practices – organized around perceived differences. (p. 9) 
Music serves as a public profile on the college campus through performance programs 
offered by the music department.  In that context, music contributes to the institutional 
construction of gender [and race] (McCarthy, 1999).  
Feminist pedagogy is a teaching process that focuses on power relationships in the 
studio/classroom (Briskin, 1990), and its teaching process is specific to the context of the 
actions. For example, in most studies of gender, such as Women and Music, White 
women are the universal subjects, often leaving women of color omitted from 
discussions. Including gender [and race] in the context of music teaching and learning 
forces us to recognize that musicking is always and already gendered (O’Toole, 1994). 
According to Banks (1988), students whose cultural traits and characteristics are not 
adequately represented and/or reflected in the classroom culture feel alienated or 
“powerless.” Therefore, instructors must take into consideration the context in which they 
teach (i.e., age, race, class of college/classroom make-up) and cater their teaching content 
and pedagogical approach to their needs.  
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 Pedagogical Practices.  Although the content may promote women and their 
particular roles in music, and context is considered with instruction tailored toward the 
cultural traits of the students, in this case, an all-female setting, how the instructor 
interacts in the classroom may still promote hierarchical relations more than democratic 
learning.  Utilizing a feminist pedagogy demands more from teachers than a traditional 
lecture (more impersonal) pedagogy where the instructor “stands behind desks or stands 
at the front, immobilized” (hooks, 1994) while students look upon waiting for 
information to be deposited into them. Although this may be challenging to some music 
subjects and settings (i.e., choral or orchestral rehearsals and studio teaching), when used 
properly and in its fullest extent, the principles of feminist pedagogy can be applied to a 
wide range of music subjects and settings, and can transcend both gender and race in the 
music classroom.  
 Utilizing feminist pedagogy in a college music program can enhance teaching and 
learning for both the instructor and student.  However, it can be somewhat difficult to 
implement a socially-based instructional approach such as feminist pedagogy for artistic 
subject matter as specialized and yet diverse as music, a subject taught in formats as 
varied as classrooms, studios, and rehearsal halls, in task as different as building reeds, 
blocking operas, and transcribing notations (Coeyman, 1996). Music is an art form that 
takes on many forms of transmissions. Moreover, its subject matters are often specialized 
and require specific physical needs from both the student and the classroom setting. 
Subsequently, integrating feminist pedagogy in the music classroom does not 
“automatically” preclude specific teaching approaches.  Whereas it is not limited to one 
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subject matter, it does include a reflexive element that increases the feminist scholarship 
component involved in teaching/learning any subject matter (Shrewsbury, 1987).   
Most college music programs continue to operate with a conservatory 
instructional approach that is not necessarily feminist and not specifically female.  Even 
on a women’s college campus, pedagogical approaches of teaching and learning music 
can appear contrary to the ideals of feminist pedagogy.  Cook (1989) raises discussion of 
what it means to be a woman in an institution originally designed by and for men: 
Music systems are microcosms of societal beliefs and structures; so too how we 
teach – everything from classroom structure and how chairs are arranged, to 
lecture format versus discussions, and to testing methods and assignments – sends 
messages about how we choose to exercise power and authority.  Furthermore, 
through other classroom behavior and management, such as whether we 
consciously call on men and women equally, whether we give equal time and 
recognition to both, whether we allow men to interrupt us or others, or whether 
we discuss and expect inclusive language in writing, we also choose to make 
women visible or invisible in the class room, regardless of content. (p. 95) 
As Cook (1989) explains, feminist pedagogy in a college music program can occur at 
various levels.   Employing feminist pedagogy in the music classroom goes beyond 
simply assimilating or mainstreaming information about women composers and 
performers. It may even involve moving beyond the architecture of physical space of a 
classroom or rehearsal hall.  Every music educator needs to be aware of the nature, as 
well as power, of discourses of race and gender in the classroom.  By examining 
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classroom pedagogy one can measure the consciousness and transformations that occur 
between teacher and student - transformations that empower students to take action 
outside the music classroom.  Developing feminist pedagogical approaches in the college 
music classroom can create these types of environments for authentic human 
development for those who impart knowledge and receive instruction.   
	  
Figure 1: Relations of music education, feminist pedagogy, and Black feminist pedagogy 
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Purpose of the Study 
The purpose of this intrinsic case study using qualitative data is to examine how 
feminist pedagogy and Black feminist pedagogy are integrated in the undergraduate 
music department at an all-female, historically Black college for women.  As a music 
scholar, a woman of color, a Spelman alumnae, and now faculty member at Spelman 
College, I have a personal interest in exploring pedagogical approaches of marginalized 
groups in the music classroom.  Women of color have been participants in music 
education since the early 1890s, but they are almost totally absent from research, 
rendering this group invisible both as racial and gendered subjects (Gasman, 2007).  I 
investigate how course curricula are inclusive of feminist pedagogical principles in the 
context of the student population at Spelman College.  It is important to diversify course 
content regarding the inclusion of women, specifically African-American women, thus, 
providing an opportunity for all voices to be represented in the music classroom. I also 
explore discourses of race and gender as a contextual framework for implementing 
pedagogical principles in the classroom and for orientation to action in society (Joseph, 
1995; Omolade, 1993). The implications of pedagogical practices of teachers within a 
single-sex institution committed to the education of African-American women are 
important for understanding the relevancy of their classroom experiences and their 
perception for enacting change in society. Furthermore, I address why music educators 
should teach outside their own experiences.  Those experiences are often linked to their 
formal teacher preparation training, which in most cases, is based upon a patriarchal, 
hierarchal approach (Shrewsbury, 1993).  Overall, my goal is to enhance the 
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diversification of subject matter, bring awareness to marginalized groups in the music 
classroom, and in the long run, produce teachers and students who are more intellectually 
stimulated, socially engaged, and culturally aware. 
Research Questions 
 The following research questions for this dissertation study are consistent with 
Coeyman’s (1996) principles of feminist pedagogy in music education - diversity, 
opportunities for all voices, shared responsibility, and orientation to action.  The primary 
research question for this study is:  
• How does a historically Black women’s college utilize feminist pedagogy and 
Black feminist pedagogy in the structure and delivery of its music program?   
The secondary research questions are as follows: 
• In what ways do music course curricula reflect principles of feminist 
pedagogy?  
• How are students, particularly African-American females, in 
undergraduate music courses influenced by the feminist pedagogical 
approach to teaching and learning music?   
• How do music educators facilitate music instruction without conforming 
to conventional, patriarchal approaches of teaching; and how are students 
able to adapt to this approach to teaching?  
Both the primary and secondary questions provide the context for implementing this 
research on the use of feminist pedagogy within a single sex institution of higher 
education. 
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 The importance of feminist pedagogy in understanding music education cannot be 
underestimated. Theoretical perspectives in sociology that originate in related critical 
theory fields, such as feminism, provide important perspectives to life in various social 
and cultural educational settings, in and out of the music classroom (Colwell, 2006).  A 
socially and culturally informed approach to music education only deepens and broadens 
the teachers’ and students’ musical experiences.  The background and context provide the 
framework to be able to understand how feminist pedagogy influences this process.  The 
quality of the theoretical base of knowledge for music educators requires an 
understanding of not only why and who we teach, but also about how we teach.  The 
research questions have been uniquely designed to ascertain insight into the dynamics of 
teaching and learning music.  Consequently, when theory and practice are combined in 
musical experiences, the social and cultural context of music leads to a broader, more 
valuable educational experience for teachers and students. 
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CHAPTER TWO - REVIEW OF LITERATURE 
“If you educate a man, you educate an individual, but if you educate a woman,  
you educate a family (nation). 
-African Proverb 
 The words of this proverb bear the fundamental belief that education is beneficial 
to all, but incorporates the notion that when women are educated, the benefits are 
magnified and enjoyed by a wider context.  The literature review for this study focuses on 
critical areas to understand the need for using an alternative lens of feminist pedagogy for 
the examination of a single-sex college music program.  Those areas include the higher 
education for women in the United States, and more specifically, the education of Black 
women in the United States. Feminist pedagogy and Black feminist pedagogy will be 
discussed more in-depth in Chapter Three. A review of the historic framework of higher 
education ascertains insight on the question of the purpose of higher education for 
women and how those purposes differed from men (Nidiffer, 2002; Pascarella & 
Terenzini, 2005; Wolf-Wendel, 1998).  This review also acknowledges the unique 
positioning of African-American women in the evolution of higher education, and how 
gender and race remain an indelible part of understanding African-American women’s 
plight in higher education (Turner & Thompson, 1993; Woods, 2002).  Consequently, it 
is important to examine the significant implications of these topics for the teaching and 
learning process for music education on a single-sex college campus for women of color. 
 Higher Education of Women and Women’s Colleges in the United States 
Higher education in the United States began in 1636 with the founding of Harvard 
(College) University, its primary mission was training men for ministry and civil 
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leadership positions within colonial government. Because society did not view women as 
equal learners and suitable to such social and political leadership roles, women were not 
considered as potential students in most colonial and antebellum colleges.  For the next 
two decades, arguments for the inclusion of women in higher education was made, but 
were not considered until the 1820s and 1830s when institutions began modifying their 
curricula.  Gradually, women enrolled in institutions throughout the 1800s.  Interestingly, 
these institutions4, specifically founded for women, were not even labeled as “colleges,” 
but “academies”, “finishing schools”, or “teaching seminaries” where women were 
educated in preparations for “practical” professions related to nurturing and caretaking, 
such as teaching and nursing (Nidiffer, 2002).  In fact, scholarship regarding the 
education of women in the United States reveals that the education of women have 
historically been geared towards “domestic arts,” and not other disciplines such as math 
and science, which were thought to train the logical minds of men.   
The first institutions of higher learning for women took place in the form of 
single-sex, or women’s colleges.  Women's colleges were founded during the mid- and 
late-19th century in response to a need for advanced education for women at a time when 
they were not admitted to most institutions of higher education (Harwarth, Maline, & 
DeBra, 1997).  Women’s colleges offered a unique environment distinctly designed to 
meet the educational needs of women without detriment to the female persona.   The 
founders of these women’s colleges had various educational goals for the female students 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 The “academy” and “seminary” movement later lead to the establishment of the first women’s 
colleges in the United States including Georgia Female College (Macon, Georgia), Mount 
Holyoke Seminary (South Hadley, Massachusetts), and Elmira Female College (Elmira, New 
York).  
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such as teacher training, religious, and health training, and learning to perfect the 
intellect.  Though the views of these founders were greeted with much opposition, female 
colleges expanded and diversified from the 1920s to the 1950s.  During this era of 
women’s colleges, music was no longer considered an “ornamented subject” like it had 
been during the early establishments, but it had evolved into as subject as intellectually 
important as the humanities, social sciences, and the physical and biological sciences.   
Despite the various educational goals of the women’s colleges of the 19th 
century, they all shared a common trait - they all offered some type of music instruction. 
Scholarship reveals that music was offered as an “ornamental study”, which was an extra 
course not a part of the core curriculum (Arthur, 1997; Jacobi, 2001).  Moreover, music, 
along with art and embroidery, represented the “elegant arts”, disciplines that were 
important components necessary for a true, feminine education.  That is, an education 
that included submissiveness, piety, purity, and domesticity.  
While women’s colleges flourished nationally, the purpose of music instruction 
for women differed regionally.  In the North, educators promoted music instruction for 
women because of intrinsic reasons.  In the South, educators promoted music instruction 
for women for social reasons (e.g., performing for family and friends).  The emphasis on 
social and secular music was to prepare women to be amateur musicians in the home, not 
with the view of making them professional musicians or academics.  In both the North 
and South, piano playing became a popular past time in many middle-class homes.  In 
fact, proficiency on the piano was seen as an ‘accomplishment’ for young women.  On a 
larger scale, playing the piano promised to produced women who were correctly “girled” 
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according to the needs of the society in which they were destined to take their places 
(Solie, 2012, p. 97). As more U.S. women’s colleges began to develop, particularly at the 
turn of the 20th century, music instruction (e.g., piano land voice lessons) gradually 
became a regular part of college curricula, music departments were established and 
accredited, and eventually, music degrees were conferred.  
Between the 1960s and 1990s, socio-cultural shifts in the United States shaped the 
missions and curricula of many female institutions of higher learning.  These shifts 
included the Civil Rights Movement, the women’s movement, and another wave of 
feminism. A drive for equality in education opened the doors of higher education for 
women who had previously been denied access. During this time, the female college 
curriculum was diversified with the introduction of courses in women’s studies, studies 
of race, and the offering of majors that were previously rarely chosen fields of study. 
While many women’s colleges fell victim to the changing times, those that survived the 
socio-cultural changes in the United States adapted themselves to prepare women to meet 
new challenges that they face in America today (Harwarth, Maline, & DeBra. 1997). 
 The contemporary status of the number of women enrolled in institutions of 
higher learning is better than it has been in over three decades of American higher 
education.  However, there still remain several “prestige hierarchies” that exist within 
U.S. higher education, particularly among institutional type (Allan, 2011).  For example, 
research universities are generally more prestigious than four-year and community 
colleges.  When it comes to the enrollment disparities of women in institutional types, 
women are more represented at institutions of the four-year institutions and community 
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colleges than at research universities.  This phenomenon known as “the higher, the 
fewer” is a direct legacy of America’s historical antagonism toward women’s higher 
learning (Nidiffer, 2002).  This phenomenon is a result of social and institutional 
constraints that existed during much of the formative years of the education of women in 
the United States.  
 Most current research on women’s colleges have moved from recording historical 
content to addressing matters regarding the educational development of women who 
attend single-sex institutions of higher education.  These matters include understanding 
the female student on an all-female college campus, the educational experiences of 
women students on these campuses, and the challenges and opportunities given to women 
in this unique setting.  There is a significant amount of research that indicates students in 
women’s colleges are more successful than those in coeducational colleges (Riordan, 
1992; Wolf & Morrison, 1995; Wolf-Wendel, 1998).  According to Pascarella and 
Terenzini (2005): 
Women’s colleges… have tended to enhance the educational attainment of 
undergraduate women….The evidence tends to support those who claim that a 
women’s college provides a uniquely supportive climate for women to experience 
themselves and other members of their gender in a wide range of intellectual and 
social leadership roles. (p. 383)  
Research by Sadker and Sadker (1994) show that females in single-sex learning 
environments have higher self-esteem, are more interested in nontraditional subjects, and 
are less likely to stereotype jobs and careers.  Although the above-mentioned studies 
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suggests positive experiences and outcomes for students at women’s colleges, an 
American Association of University Women (AAUW) (1991) study showed inequities of 
educational experiences between male and female learning within co-ed institutions.  The 
study also highlighted teaching styles of college professors on female campuses that 
favored male patterns of learning and interacting.  The AAUW report concludes with 
recommendations for improvements by calling on women to play a stronger role in 
educational reform, making sure attention is paid to race and social class.  Many of their 
recommendations are based on affirmative action5 programs that establish equal 
opportunities for women and minorities so that gender, racial, and ethnic diversity is 
improve educational institutions.   
Research continues to validate that the environment in women’s colleges offers 
personal support, a critical mass of women, role models, inclusion in the curriculum, and 
a strong institutional mission of excellence (Collins, 2001).  However, few studies have 
explored qualitatively or quantitatively what in fact does take place with regard to 
content, pedagogy, social organization, or climate in single-sex settings (Campbell & 
Wahl, 1998).  Most studies address the characteristics of the students and their 
developmental process, but leave out attention to the factor of the pedagogical experience 
that takes place.  Although Datnow and Hubbard (2002) do not specifically describe these 
settings based on feminist views, they suggest “teachers should revisit their own thinking 
about whether gender differences evolve from biological or social constructions of 
gender, and what that would mean to their pedagogy” (p. 118).   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Affirmative action is a United States policy that ensures equal opportunity for members of 
minority groups and women in education and employment.  
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In order to determine the best way to employ pedagogical methods for a female 
college setting, one must understand ways women gather and synthesize knowledge.  
Belenky, Clinchy, Goldberger, and Tarule (1986) examined women’s ways of knowing 
by describing different perspectives from which women view reality and draw 
conclusions about truth, knowledge, and authority, ways that differ from their male 
counterparts.  Women come to know in stages, moving from silence to a lack of voice, to 
recognizing authority, to finding inner voices of subjective self and reason, and then 
moving to an integration of earlier stages.  The authors relate the teacher to a midwife, 
who helps all students to find their own answer and to give birth to their own ideas.  
Making reference to Paulo Freire’s (1970) “problem-posing education,” the authors 
encourage teachers to create educational settings that assist women in recognizing these 
ways of knowing by developing their voices and evolving their own patterns of work 
based on the problems they are pursuing instead of imposing their own expectations and 
arbitrary requirements (Belenky et al., 1986).  
 The desire to create classroom environments that support women and women’s 
experiences have led to discussion of appropriate methodologies for teaching women in 
single-sex settings.  Acknowledging opportunities for all voices is one of the principles of 
feminist pedagogy.  The need to support women’s voices has become the theme 
throughout the discourse on the education of female students, and women’s colleges have 
been noted as sites where the voice is readily encouraged and enhanced (Haag, 1998). 
Results from research conducted by (Kruse, 1992) found that the idea of developing 
feminist pedagogy for girls in single-sex settings as a strategy to empower them 
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personally and professionally is a most effective. The women’s voice is not just in terms 
of forms of representation, but is based on the socio-cultural experiences they bring to the 
classroom.  In this way, addressing women’s “voices” does not only mean simply adding 
a “female” perspective to a situation, but looking at the context in which a woman feels 
comfortable and competent to be included in conversation (Eudey, 2001).  
 In reviewing literature on the evolution of women and higher education in the 
United States, it is important to consider not only the historical impact of the plight of 
women’s education in the United States, but also the pedagogical practices that have 
played a role in the development of innovative teaching approaches such as feminist 
pedagogy.  Indeed, research continues to support the notion that developing a feminist 
pedagogy for women in single-sex settings as a strategy to empower them personally and 
professionally is a most effective educational method for women (Maher & Tetrault, 
1994; Salomone, 2008).  Today, women’s colleges continue to play a role in empowering 
women by serving as intellectual spaces where women can explore the questions related 
to their own experiences.  	  
Higher Education of Black Women in the United States 
The basis of educating women in the United States differed primarily along the 
lines of race, particularly during the early 1900s.  For most White, middle class young 
women, education was a critical component of forging or maintaining a social and class 
identity. For Black women, education was used to train young Black women to become 
“refined ladies,” and to uplift the Black race (Collins, 2001).  Consequently, some of the 
institutions established for young Black women were referred to as “grooming schools” 
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(Collins, 2001).   Educating Black women was crucial to the empowerment and liberation 
of an entire race, and their curriculum reflected this.   It was believed that educating 
Black women, more so than Black men, could launch avenues for wealth, respectability, 
and economic development in the Black community, opportunities that would last for 
decades. Coleman-Burns (1989) provides an explanation for this belief: 
Historically for the Black child, it was first the mother who determined the status.  
The education of Black women, it was reasoned, would raise the status of the 
Black child.  Second, community emphasis was on Black women’s education 
because the type of employment that she could gain beyond being a domestic 
would more likely be of a higher and more prestigious character than that of the 
Black male. Third, Black women, like all women, have been viewed as the 
carriers of the culture.  Schooling was socially a “finishing” process for women, 
preparing them for society and the transmission of culture to their children. 
However, the goals and aspirations of Black women went far beyond those of 
Whites.  An educated woman was viewed by the Black community as an asset. (p. 
153) 
Black women began making their way into American colleges and universities as 
early as the 1840s6.  By the turn of the twentieth century African-American women 
comprised only 10% of African-American college graduates.  Even then, most African-
American women attended historically Black colleges.  Through legislative actions and 
social pressure, African-American women gained access to predominately White 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6 Founded in 1833, Oberlin College (Oberlin, OH) thrived on progressive causes and social 
justice.  It was one of the first U.S. colleges to enroll African-American women.    
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institutions (PWIs), but once enrolled, they were faced with gendered and racialized 
conditions that hindered their ability to navigate in these institutions (Turner & 
Thompson, 1993). Studies that examine the intersection of race and gender at under-
graduate colleges suggest that Black females attending PWI’s encountered structural 
constraints complicated by their identity (Alfred, 2001).  
With the establishment of Historically Black Colleges and Universities (HBCUs) 
in the 1830s, new educational opportunities were offered to African-Americans.  After 
the passing of the second Morrill Act of 1890, which established separate land grants for 
Black colleges, nineteen new HBCUs were founded.  From 1890 to 1910 there was an 
increase in the establishments of many historically Black colleges and universities in the 
North and South. This was partially due to the desegregation movement and the 1896 
Supreme Court decision in Plessy v. Ferguson, which ultimately established the right to 
set up separate but equal schools for Blacks in public education.  The “separate but 
equal” principle of Plessy v. Ferguson was also applied to colleges and universities. 
According to Jacqueline Fleming, the majority of HBCUs established during this time 
evolved out of state desires to avoid admitting Blacks to existing White institutions 
(1984).  During the 1940s, African-American women began to outpace both White 
women and Black men in their college participation (Chambers, Bush, & Walpole, 2009). 
By 1998, the total enrollment for HBCUs was approximately 300,000, of which 55 
percent were women (Brown & Freeman, 2002). 
There is a small body of literature that indicates attending a Black college or 
university offers students benefits not found at predominately White institutions (Palmer, 
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Hilton, & Fountaine, 2012; Roebuck & Murty, 1993; Wolf-Wendel, 1998). According to 
Pascarella and Terenzini (1991): 
Evidence suggests that Black students who attend predominately White colleges 
and universities experience significantly greater levels of social isolation, 
alienation, personal dissatisfaction, and overt racism than their counterparts at 
historically Black institutions….One might hypothesize that attendance at 
historically Black colleges enhances the persistence and educational attainment of 
Black students. (p. 462) 
Literature continues to suggest the detrimental effects of an integrated educational 
system.   When the U.S. Supreme Court’s 1954 Brown v. Board of Education decision 
prohibited separate schools for Black students, it was anticipated that an equal 
educational system would result in positive effects for students, both Black and White. 
Unfortunately, that is not true for all cases.  Today, African-American students are more 
isolated than they were over 40 years ago, while most education policymakers and 
reformers have abandoned integration as a cause (Rothstein, 2013).  Students of color, 
especially those in mostly White schools where the teacher is also White, often feel 
isolated, self-conscious, alienated, and disconnected.  As a result, it is difficult for these 
students to adapt to, or challenge a teacher’s methods of teaching, which eventually result 
silenced by White pedagogies. 
 In a comparative study that examined Black female experiences at HBCUs and 
Predominantly White Institutions (PWIs), results indicated that female students at PWIs 
had lower cultural congruity and life satisfaction ratings than students attending Black 
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institutions (Constantine & Watt, 2002). In “African-American Women at Highly 
Selective Colleges: How African-American Campus Communities Shape Experiences,” 
Walpole (2009) asserts that African-American campuses act as (1) havens from an 
isolating and racist campus, (2) a conduit for social capital accumulation, and (3) sites for 
African-American cultural accumulation. Wolf-Wendell (1998) studied the socialization 
of undergraduate students from women’s colleges and HBCUs and contended that Black 
women’s colleges had a more positive impact on their students: 
Compared to other institutional types, historically Black women’s colleges 
produced the largest proportion of successful African-American women in both 
analyses.  The productivity ratios for historically Black women’s colleges were up 
to 47 times greater than the ratios for predominately White coeducational 
institutions.  Further, the productivity ratio means for historically Black women’s 
colleges were up to 6 times greater than the means fro historically Black 
coeducational institutions and up to ten times greater than the means for 
predominately White women’s colleges.  In fact, in both analyses, the mean 
productivity ratio for the historically Black women’s colleges was significantly 
higher than the means for all other institutional types. (p. 166) 
In its basic form, feminist pedagogy is transformative, and HBCUs have long 
practiced transformative education through a commitment to shaping both the minds and 
character of their students without necessarily labeling it feminist pedagogy.  However, at 
historically Black colleges and universities where legacies and missions are built upon 
transforming and empowering students for social change, the race of an institution does 
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not necessarily determine a fertile ground for feminist pedagogical practices (Coleman, 
2007).  hooks (2003) comments on the authoritarian professors at HBCUs, and how they 
can hinder the intellectual growth of Black students and reinforce ideologies of 
supremacy.   According to hooks, “White supremacy thinking can be taught by teachers 
of any race, and the dominance of conservative forces of HBCUs often means that 
standard of excellence are over-determined by mainstream thinking about obedience to 
authority and keeping the rules” (p. 79).  Feminist pedagogy on an HBCU campus can 
open up ways where students can feel empowered for further change in their surrounding 
communities as well as the world.  However, building a feminist pedagogy on an HBCU 
campus involves an understanding of the social and cultural factors of the environment, 
as well as the outside community served by the higher institution of learning (Turpin, 
2007).   
Literature regarding the history, status, or experiences of African-American 
women in higher education rarely has been the subject of major historical investigations. 
Until recently, the experiences of African-American women were assumed to be identical 
to or less important than those of African-American males, ignoring the “double burden” 
of race and gender prejudices that African-American women must confront in their daily 
lives (Woods, 2002). Although there are numerous publications relating to the history of 
women’s education in the United States, the history of higher education for Black women 
is not included in the major works.  According to Guy-Sheftall (1982): 
The histories of higher education for women usually focus narrowly on the “seven 
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sisters7.” Such authoritative treatises as Thomas Woody's classic A History of 
Women's Education in the United States, Louise Shutz Boas' Women's Education 
Begins: The Rise of Women's Colleges, and Mabel Newcomer's A Century of 
Higher Education for American Women, are similar in their failure to include 
even a footnote on Spelman College, one of the nation's oldest and best-known 
colleges for Black women. (p. 278)  
 Unlike many of the more male-oriented histories of Black education, and the 
White-oriented histories of female education, Noble’s (1988) publication is one of the 
first to consider race and gender together. Noble discusses the expectations of the Black 
female graduate by predicting that “they would be called upon to provide leadership in 
many areas, including education, the community, and politics” (p. 19), a direct 
correlation with the mission of Spelman College.  The strength of this literature lies 
within Noble’s interpretation of the historical and sociological data, and how this data 
reflects the unique needs of Black women in higher education. 
  Brazell (1992) examines the education of Black women, using Spelman College 
as one of the case studies.  The study illustrates the dual role Black women had to play 
during the formative years of the college.  On one hand, they shared same responsibilities 
of White women.  However, Brazell reiterates the moral responsibilities and expectations 
placed upon Black women to uplift their communities.  By examining the curriculum of 
Spelman College, Brazell notes that although many students took industrial classes, few 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 The Seven Sisters are a consortium of prestigious East Coast liberal arts colleges for women, 
which originally included Mount Holyoke, Vassar, Smith, Wellesley, Bryn Mawr, Barnard, and 
Radcliffe colleges. 
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of them majored in this area.  Instead, they chose to pursue degrees in the classical liberal 
arts, which included music as one of the favored courses.  
 Bell-Scott (1979) offers another significant contribution to research regarding the 
education of Black women in higher education.  The study discusses issues that emerged 
in the early history of Black women’s higher education.  Bell-Scott used three guiding 
questions to approach her study: (1) Should higher education for Black women be 
separate or coeducational? (2) Should the curriculum for Black women be separately 
tailored? (3) Do Black women have special needs that should be addressed? Spelman 
College is highlighted as an institution that insisted on maintaining its existence as a 
single-sex institution during the time when attempts were made to unite Spelman with 
Morehouse into one coeducational institution8.  The curriculum of Spelman College is 
also described in the article as one having a strong orientation in the liberal arts, which 
included the study of music.  
 Watson and Gregory (2005) provide one of the most comprehensive studies that 
specifically focus on female students at a Black college.  Included in the book is a section 
that addresses the differences in curriculum for Black and White women.  According to 
the authors: 
White women, especially those in women’s colleges in the Northeast were 
encouraged to pursue study in the classics as well as the humanities and the 
sciences (not with the intention that they would become doctors, lawyers, and 
senators, of course).  In addition, white women’s college faculty emphasized the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 Spelman College, founded in 1881, and Morehouse College, founded in 1867, are located next 
door to each other and share a similar liberal arts curriculum. 
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“ornamental” subjects of art, music, and elocution. (p. 53)  
Although Spelman’s curriculum consisted of the “ornamental” subjects, such as music, 
the difference lies within Spelman’s mission to prepare Black women for teaching and 
missionary work, as well as the improvement of their race.   
Williams and Ashley (2004) provide the broadest overview and history of Black 
colleges in I’ll Find a Way or Make One: A Tribute to Historically Black Colleges and 
Universities. This work not only addresses the gender differences and the roles of Black 
women at Black colleges, but it also discusses the curricular and extra-curricular choices 
offered to Black women throughout the history of Black colleges.  Williams and Ashley 
also discuss the role music played on the campuses of Black colleges stating, “HBCUs 
have served as a vast conservatory of Black musical talent.  Some of the biggest names9 
in jazz, opera, rap, and rhythm and blues have studied at historically Black colleges” (p. 
195).    
Despite the studies that show the benefits and opportunities for African-American 
women who attend historically Black colleges and universities, these educational 
environments are just as vulnerable to the ills of racism, colonialism, classism, and 
sexism as are majority institutions, notwithstanding the make-up of the population 
(Turpin, 2007). Cole and Guy-Sheftall’s  (2003) call for Black academics to become 
beacons of transformation is a difficult task to undertake, given the difficulties of 
balancing the challenges of racism, sexism, and classism on an historically Black 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 Grammy-award winning producer and singer Lionel Richie (Tuskegee University), R& B singer 
Roberta Flack (Howard University), jazz vocalist Cassandra Wilson (Jackson State University), 
opera singer Leontyne Price (Wilberforce University), composer and conductor William Grant 
Still (Wilberforce University).  
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university campus within an urban environment.  One such Black academic, Gloria 
Ladson-Billings, answers the call by offering the concept of a “culturally relevant 
pedagogy”.  According to Ladson-Billings (1995) teachers who display cultural 
competence at teaching in multicultural settings enable students to relate course content 
to his/her cultural context.  Although the “culturally relevant pedagogy” often refers to 
the instruction of African-American students in the United States, it has been an effective 
form of pedagogy for students of various backgrounds (e.g., race, ethnicity, class, sexual 
orientation, etc.). 
Music Education for Black Women at HBCU’s  
During the 19th century, American women were offered various opportunities for 
musical training in institutions for higher education.  However, the majority of these 
opportunities depended upon race, class, and geographical location.  As a result, Black 
women, particularly those living in the South, had limited accessibility to formal musical 
training.  Before Black women were admitted to colleges, they received their musical 
training from Black churches.  Since the 19th century, Black churches laid the foundation 
for a rich, cultural life in Black communities.  The Black church was the center of social, 
intellectual, and religious development for many African-Americans. The Black church 
also served as an educational and cultural venue where children, teens, and young adults 
were taught singing and exposed to sacred music concerts.  
HBCUs played an integral role in the musical development African-American 
women since the beginning of the 19th century. Music instruction often consisted of the 
balanced need for formal instruction in the canons of Western music, with exposure to 
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and experience in Black vernacular and popular traditions (Price, Kernodle, & Maxille, 
2011).  At HBCUs for women, students received musical training in the form of private 
and group lessons in voice, piano, and violin, and course work in music theory and music 
history.   Black female faculty on HBCU campuses were few in number until well into 
the second decade of the 20th century (Corley, 1985).  Consequently, many of the cultural 
values of music [and art] were indoctrinated by White music instructors.  Nevertheless, 
Black women trained in music at HBCUs provided entertainment and cultural enrichment 
for the Black community through the performances of solo recitals, choirs, small musical 
groups, and visiting artists. 
The intentions behind college musical training differed between White and Black 
women during the early 1900s.  White women were educated in music to prepare young 
women for their roles as wives and mothers.  For Black women, musical training was 
incorporated into the curriculum to foster the development of a well-rounded Black 
woman, capable of leadership and to uplift the Black race.  At White colleges for women, 
music was considered as “ornamental subjects”, meant for social refinement and 
elegance.  For Black female college students at HBCUs, music became vocational areas 
of study along with domestic sciences, nursing, and missionary training (Watson & 
Gregory, 2005).  Ultimately, music training for Black women served as a tool to improve 
the Black woman’s economic status through such musical employment as a segregated 
society would allow them to obtain.  
From 1900 to 1920, the music curricula at HBCUs became more professional and 
more purely academic. HBCUs for women sought a music curriculum that would emulate 
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northeastern women’s colleges.  The aim was to do for Black women what was being 
done for White women at Smith, Wellesley, and other female colleges in the North.  
Throughout their early establishments, HBCUs only had white institutions as models for 
music curricula, which were not a complete representative of the experiences and lives of 
African-Americans.  However, during the 1930s and 1940s, music offerings began to 
show signs of diversity, and more music courses were provided for the general student 
population.  Spirituals and other music by African-American composers were integrated 
within the standard repertoire sung by HBCU choirs and singing ensembles.  Courses for 
credit were offered, and vocal and instrumental music lessons were made available for all 
students.  Training in these formal academic music courses facilitated students’ abilities 
to partake in extracurricular music activities on campus such as chorus and orchestra.   
In the 1950s HBCUs developed strong music curricula to prepare music majors 
for work as music teachers in schools and/or churches or graduate study in music.  Multi-
level courses in music theory and music history were standard in the HBCU music 
curriculum.  Many female music graduates of HBCUs pursued graduate study in music 
and ultimately became notable composers and artists10.  Many music graduates often 
returned to HBCUs as music faculty.  Prompted by the increasing popularity of Black 
college football, HBCU marching bands also became progressively popular during the 
1950s.  Open to men and women, HBCU bands incorporated unique elements of African-
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 Composer Undine Smith Moore was the first graduate of Fisk University to receive a 
scholarship to Julliard; Mattiwilda Dobbs was a Spelman College graduate who was the first 
African-American to sing at La Scala in Milan, Italy; American soprano Leontyne Price was a 
product Wilberforce College music department who later became the first African American 
leading artist at the Metropolitan Opera. 
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American music and dance, which were elaborately showcased during halftime shows. 
The participation of women in HBCU marching bands has steadily increased since their 
early stages.  Today, women make up almost half of the HBCU’s marching band 
membership. 
During the 1960s, musical expression on HBCU campuses became more diverse 
due to the social and civil unrest in the United States.  Black women joined forces with 
other students and demanded the inclusion of music courses that reflected African-
American idioms and expressions.   As a result, courses such as History of Jazz and 
History of African-American Music became fixed music courses offered at HBCUs.  
From the 1970s to the 1990s, HBCUs conferred more degrees in music than ever before.  
For the most part, the music curriculum at HBCUs for women continued to imitate the 
music curricula of other female White colleges, including courses in music history, music 
theory, ear-training and diction, with a one two other courses in some form of non-
Western music course (e.g., History of African American Music).  The beginning of the 
21st century saw yet another development of the music curricula at HBCUs.  Like coed 
HBCUs, HBCUs for women began adding courses related to music technology and music 
business as an effort to prepare Black females to become leaders in the ever-changing 
music industry (Bennett College Course Catalog, 2012; Spelman College Catalog, 2012).  
Although musical training for Black women has evolved over the years, the 
intentions of educating Black women in music have remained consistent – to become 
leaders in music and to uplift the Black race through cultural enrichment.  In the words of 
former Spelman President, Albert Manley (1995): “Music training [on HBCU campuses] 
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gives African-American females the opportunities for creative expression in order to 
satisfy their needs for self-realization through creative outlets, and musical programs to 
expands the cultural experiences of college students and the larger community” (p. 135).  
It is through these creative outlets that African-American women continue to break 
barriers of gender, as well as race.  
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CHAPTER THREE – THE NEXUS AND NUANCES OF FEMINIST PEDAGOGY 
AND BLACK FEMINIST PEDAGOGY 
“It is not our differences that divide us.   
It is our inability to recognize, accept, and celebrate those differences.” 
- Audre Lorde 
 The words expressed by Audre Lorde (1994) remind academicians and scholars 
about the importance of considering differences as a tool for bridging gaps, rather than 
widening gaps.  In effect, differences should not be treated as deficits, but as venues for 
understanding people in a more holistic manner, and the manner in which they process 
knowledge.   Research methodologies founded in critical theory, such as feminism, 
provide a basis for researchers to challenge the status quo of teaching and learning.  One 
such instructional approach that offers an alternative teaching model is feminist 
pedagogy, which provides a more democratic, more inclusive approach to the delivery of 
content knowledge in the learning environment (Shrewsbury, 1993).  Extending from 
feminist pedagogy is Black feminist pedagogy, which offers a more specialized 
instructional approach for underrepresented populations in education (Henry, 2005).  
Although these two approaches to teaching and learning carry many similarities (nexus) 
in the philosophical and theoretical context of their foundations, they also offer unique 
differences (nuance) in their overall development, characteristics, goals, and principles.  
Thus, the purpose of this chapter is to examine the nexus and nuances of literature 
surrounding feminist pedagogy and Black feminist pedagogy in higher education.  It is 
important to understand where the principles and philosophical perspectives of these two 
pedagogical approaches converge and diverge within institutions of higher learning.   
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Evolution of Feminism in the United States 
 Research methodologies founded in critical theory, such as feminism, provide a 
basis for researchers to challenge the status quo of teaching and learning music.  
Generally speaking, feminism is the doctrine based upon the belief that women should 
receive all rights equal to those of men, including employment and educational rights. It 
is both an intellectual commitment and political movement that seeks justice for women 
and the end of sexism in all forms (Haslanger, Tuana, & O’Connor, 2012). Often 
misunderstood, feminism does not mean female dominance, or the emasculating of men.  
Feminism is a political and philosophical project whose purpose is to end systems of 
domination that has the potential to transform the lives of individuals – women and men 
(hooks, 2000).   
 In the United States, the meaning and practices of feminism have evolved over 
time.  The ‘First-Wave’ of feminism occurred during the late 19th and early 20th 
centuries in the United States and focused on women’s suffrages.  During this time in 
American history, discussions about women’s right to vote and women’s participation in 
politics led to the scrutiny of the inequalities between men and women. An expanded 
opportunity for higher education was one of the gains educational reformers sought in 
this wave of feminism.  In fact, a significant number of women’s colleges were founded 
during this time, including Spelman College in 1881.  The feminist movement took a new 
turn in America during the First Wave when Black women became aware they not only 
had to carry out a fight against racism, but also a struggle against Black men who 
practiced social and cultural norms which encouraged bias and discrimination against 
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women.  
 The ‘Second-Wave’ of feminism began in the early 1960s and focused on social 
and cultural inequalities.  Moreover, this wave unfolded within the context of the Civil 
Rights Movement and examined the growing number of minority groups in the United 
States. This movement was vocal in matters such as sexual liberation, childcare, health, 
welfare, education, work and reproductive rights, including the right to abortion.  During 
this time at Spelman College, students, as well as faculty risked their lives, jeopardized 
their careers, and compromised their grades to make Atlanta and the South a more open 
society.  For the first time in the history of Spelman College, the students and faculty who 
participated in the Civil Rights Movement took actions that directly challenged the 
injustices of the social and political status quo by liberating their school, their city, and 
the larger society (Lefever, 2005). Whereas the First Wave of feminism was generally 
propelled by middle class White women, the Second Wave drew in women of color and 
developing nations, seeking sisterhood and solidarity among all classes of women.   
 The ‘Third-Wave’ of feminism was cultivated in the early 1990s and continued 
into the early 2000s. This wave critiques the second wave for either excluding or 
overlooking disempowered groups, and embraces the diversity of colors, ethnicities, 
nationalities, religion, and cultural backgrounds of all women.  Accordingly, hooks 
(2000) suggested a broader definition for the term feminism and argued that an 
explanation should articulate broader perspectives based on interlocking oppressions 
(race, gender, class, sexuality). The Third Wave of feminism is perhaps one of the most 
influential of the three waves of feminism because it shows an interest in various groups 
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of women including women of color, lesbian, bisexual, transgendered women, third-
world, and low-income women.   
Figure 2: Pertinent dates of the Three Waves of Feminism 
 Most recently, there has been a shift in feminism to what some consider a new, 
‘Fourth Wave’ of feminism.  The internet, along with the ‘power users of social 
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networking’ have cultivated a ‘global community of feminists’ whose sole purpose is to 
“call out” traces of sexism and misogyny on various fronts (Munro, 2014).  Many of the 
self-proclaimed feminists of the Fourth Wave are tech-savvy women between the ages of 
18 and 29, and are from various parts of the world, particularly in places where women 
still face social injustices.   There is, however, a concern of whether or not this movement 
of online discussion and activism constitutes a new wave of feminism.  While research 
points to the fact that feminism is being reinvigorated by the internet, the question 
remains as to whether or not this virtual activity leads to transformative political action 
(Martin & Valenti, 2012). 
 With every “wave” of feminism, the feminist movement encountered opposition 
from the mainstream because it challenged inequalities in societal systems (i.e., sexism, 
classism, and racism) that often dominated women.  Also, feminism interrogates the 
relationships among gender, sexuality, race, class, the environment, and power, often 
using misogyny as an organizing principle to explain inequalities and injustices in these 
realms (Crabtree, Sapp, & Licona, 2009).  Problematic definitions of feminism coupled 
with inertia regarding alternative ways of thinking, teaching, and designing research have 
contributed to suspicion and general disregard for questions and findings reported by 
feminist scholars (Gould, 2004).  Nevertheless, feminism eventually found its way into 
the American educational system where feminist scholars began to examine the 
inequalities and injustices of traditional instructional approaches.  As a result, scholars 
began suggesting alternative teaching models to address these approaches.  Consequently, 
feminist scholars have had the challenging task of discerning how to engage, translate, 
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retrieve, and disseminate knowledge about women while determining new academic 
practices that help overcome exclusionary epistemologies, scholarship, and pedagogies 
(Ross, 2008).   
Feminist Pedagogy  
 Although the definition of feminist pedagogy may vary, most authors agree with 
Shrewsbury’s (1993) definition of feminist pedagogy as:  
an engaged teaching/learning-engaged with self in a continuing reflective process; 
engaged actively with the material being studied; engaged with others in a 
struggle to get beyond our sexism and racism and classism and homophobia and 
other destructive hatreds and to work together to enhance our knowledge; 
engaged with the community, with traditional organizations, and with movements 
for social change. (p. 8)  
In an ‘engaged’ learning environment where feminist pedagogy is employed, the learning 
process is democratic where power is shared among students and the instructor.  Not only 
do students feel recognized in such settings, but they are also able to unite knowledge 
learning in the classroom with their lived experiences (Florence, 1998). When feminist 
pedagogy is activated in an engaged classroom, educators become agents of social 
change, and students are empowered through their presence and contributions to the 
learning process.   
 Origins of feminist pedagogy lie in the grassroots social and political movements 
formed in the late 1960s and early 1970s by White female liberation groups that were 
active in Civil Rights and other left wing political movements.  From the social and 
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political activity from this era arose consciousness-raising groups where women 
discussed their views and shared personal experiences of sexuality, family, work, etc.  
Through the sharing of common experiences, participants from these groups fortified 
themselves and began questioning the notion of equality and justice concerning women 
positioned in a male-dominated society.  Many feminist educators who were active in 
these groups also recognized a need for education as a means for social and political 
change.  These feminist educators eventually became founders of early women’s courses 
and women’s studies programs on the campuses of colleges and universities.  The 
implementation of these courses and programs later sparked an evolution of education 
reform within the feminist movement in the United States that challenged the status quo 
of traditional (patriarchal) approaches to teaching and learning.  Feminist pedagogy was a 
result of the movement against patriarchal practices in education, and offered an 
alternative ideology of teaching in the service of student empowerment and social 
change. 
 The actual term, feminist pedagogy, first generated during the 1980s as a way to 
incorporate a wide variety of teaching methods and approaches in the classroom that 
were first adopted by feminists in women's studies programs, and later adopted by both 
men and women teaching in various disciplines (Shackleford, 1992).  In addition to 
implementing feminist pedagogy in areas of higher education, teachers have also 
employed feminist pedagogy in elementary classrooms (Christie, 1997) and in high 
school classrooms (Brady, 1994).  Concepts of feminist pedagogy have even been applied 
to areas outside the education arena, such as computer labs (Parry, 1996), at professional 
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conferences (Bell, 1993), as well as in human interactive arenas such as social work 
practice (Krane, 1991).   Although feminist pedagogy evolved from feminist social 
practice, it is not about teaching female dominance or the promotion of feminism in 
learning environments.  Moreover, it neither solely concern teaching about women, nor 
the promoting feminist perspectives in the classroom.  This pedagogy focuses on creating 
a liberatory environment allowing participants, men and women, to actively participate in 
their own learning process – a quality that can be applied to any classroom. 
Goals and Principles 
 The primary goal of a feminist pedagogy is to transform the students by 
empowering them into action (Shrewsbury, 1993).  By equipping students with a 
language of critique, they are empowered to analyze oppressive practices such as sexism, 
racism, and other forces of oppression humans encounter in everyday life.  Through this 
pedagogical approach, students are given the opportunity to create new forms of 
knowledge, grounded in personal experience and liberation.  Other pedagogical goals of 
feminist pedagogy include de-centering the authority of the professor, legitimizing 
personal identity and experience, offering discussion-based classes, and emphasizing the 
students’ voice.  The overall purpose of feminist pedagogy is to establish a liberatory 
environment in which students actively take part in their learning experience. 
 Most recently, scholars (Webb, Allen, & Walker, 2002) reviewed multiple 
sources of literature on feminist pedagogy and have devised an overview of feminist 
pedagogy by identifying six basic principles. These principles consist of (1) reformation 
of the relationship between professor and student; (2) empowerment; (3) building 
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community; (4) privileging voice; (5) respecting the diversity of personal experience; and 
(6) challenging traditional pedagogical notions.  Implementing feminist pedagogy in the 
classroom offers both the professor and students new relational roles where power 
becomes a shared commodity.  Students assume more of the responsibility of teaching, 
and teachers assume more of the obligation of learning.  Empowerment is the primary 
goal of feminist pedagogy. Instead of seeking a reversal of power structure, feminist 
pedagogy seeks to empower those who have been excluded from the traditional power 
structures (Shackelford, 1992). The importance of bridging the relationship between the 
classroom and its broader environment is to encourage students to move beyond mere 
knowledge of a subject, and move toward “action” in order to bring change in their 
community (Scanlon, 1993).  Feminist pedagogy promotes “privileging the individual 
voice” where students are allowed to share the power, and where their feedback is valued 
and incorporated. Finally, feminist pedagogy challenges the patriarchal (traditional) 
views and practices of teaching and learning by a more liberatory environment where all 
participants are connected through multiple relationships that foster personal and 
intellectual growth.  Together, these principles challenge the traditional, hierarchal 
approaches of teaching in institutions of higher learning where the teacher is the giver 
and the student is the receiver. 
Philosophical and Theoretical Base 
 As noted above, there are several definitions of feminist pedagogy, as well as 
themes that are consistent throughout the overall ideology feminist pedagogy: ending 
patriarchal centered classrooms, giving voice to all students, and empowering all 
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participants to become agents of change in their community. Agreeing upon one 
definition of feminist pedagogy may be difficult.  However, by examining the underlying 
themes reflected in classroom teaching methods, it becomes easier to describe feminist 
pedagogy, rather than to define.  In most descriptions of feminist pedagogy, there are 
coherent philosophical and theoretical foundations that provide a basis for these 
prevailing themes.  
 Feminist pedagogy refers to a particular philosophy of and set of practices for 
classroom-based teaching that is grounded in the principles of feminism and informed by 
feminist theory (Crabtree, Sapp, & Licona, 2009). Generally speaking, feminism is the 
doctrine based upon the belief that women should receive all rights equal to those of men, 
including employment and educational rights. It is both an intellectual commitment and 
political movement that seeks justice for women and the end of sexism in all forms 
(Haslanger, Tuana, & O’Connor, 2012). Often misunderstood, feminism does not mean 
female dominance, or the emasculating of men.  Feminism is a political and philosophical 
project whose purpose is to end systems of domination that have the potential to 
transform the lives of individuals – women and men (hooks, 2000).  
 In the United States, the meaning and practices of feminism have evolved over 
time.  The ‘First-Wave’ of feminism occurred during the late 19th and early 20th 
centuries in the United States and focused on women’s suffrages.  During this time in 
American history, discussions about women’s right to vote and women’s participation in 
politics led to the scrutiny of the inequalities between men and women.  The ‘Second-
Wave’ of feminism began in the early 1960s and focused on social and cultural 
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inequalities.  Moreover, this wave unfolded within the context of the Civil Rights 
Movement and examined the growing number of minority groups not only in the United 
States, but also across the world.  The ‘Third-Wave’ of feminism was cultivated in the 
early 1990s and continues today. This wave critiqued the second wave for either 
excluding or overlooking disempowered groups, and embraces the diversity of colors, 
ethnicities, nationalities, religion, cultural, and sexual backgrounds of all women.   
 Feminist theory is an extension of feminism’s philosophical discourse and aims to 
emphasize the nature of societal differences between men and women.   Formulated in 
the 1960s as an opposing theoretical view that challenged the Western European 
intellectual tradition of exclusivity and chauvinism, feminist theory attempts too 
emphasize four main societal disparities - gender differences, gender inequality, 
structural oppression, and structural oppression.  Gender difference perspective examines 
how women's location in, and experience of, social situations differ from men's.  Gender-
inequality theories recognize that women's location in, and experience of, social 
situations are not only different but also unequal to men's.  Gender oppression goes 
further than theories of gender difference and gender inequality by arguing that not only 
are women different from or unequal to men, but that they are actively oppressed, 
subordinated, and even abused by men.  Finally, structural oppression suggests that 
women's oppression and inequality are a result of capitalism, patriarchy, and racism. 
Assuming that women generally experience subordination in society, feminist theory 
generally focuses on analyzing the nature of gender differences, inequality, and 
oppression in a variety of fields, including politics, economics, and education.   
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 Theoretical roots of feminist pedagogy have much in common with the liberatory, 
or critical pedagogy conceptualized by Paulo Freire.  In fact, most feminist educators and 
scholars (Culley & Portuges, 1985; Maher, 1985) often refer to Freire as the educational 
theorist who comes closest to the methodology and ideology of feminist pedagogy.   Like 
Freire’s concept of liberatory pedagogy, feminist pedagogy is based on assumptions 
about power and consciousness-raising, acknowledging the existence of oppression, and 
the desire of social transformation (Crabtree, Sapp, & Licona, 2009).  In his classic 
theoretical work, Pedagogy of the Oppressed, Freire (1970) asserts his views regarding 
liberatory or critical pedagogy as a basis for universal truth.  According to Freire, the 
notion of attaining universal truth is the beginning of empowerment and liberation for 
students.  Making reference to Freire’s (1970) idea of student empowerment and 
liberation, Parry (1996) suggests: 
feminist pedagogy promotes the awareness that knowledge is not a discrete body 
of ‘truths’ that the instructor knows and imparts to students.  It reframes the 
relationship between students and the course content by suggesting that students 
themselves are capable of active learning and that this, rather than passive 
receiving, is what works best. The goal is to give students the means to gain 
power and control over knowledge, and, as a consequence, to have authority in 
the classroom. (pp. 45–46) 
In many respects, both Freirean and feminist pedagogues are engaged with challenging 
traditional meanings of teaching and learning through empowering students, raising their 
consciousness, and impelling them for social transformation.  Ultimately, it is the 
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universal goal of liberating the student that connects these two pedagogical approaches. 
Evolution of Black Feminism in the United States 
 Although Black women participated in the feminist movement during the First 
Wave, the Black feminism movement evolved primarily from the Second Wave of 
feminism.  It was during this time in U.S. history when both the Black Liberation 
Movement and the Women’s Movement began making efforts to ensure political and 
social equality for the oppressed population their organizations represented.  For the 
Black Liberation Movement, the fight was primarily for the egalitarianism of Black men.  
In regards to the Women’s Movement, White women were the subjects behind the 
struggle to obtain social and political fairness.  One theory that emerged from this form of 
feminism was that Black women often experienced a different and more intense kind of 
oppression from that of White women (Walker, 1983). As a result, Black women were 
invisible in both movements and their needs unaddressed.  Whereas the Black Women’s 
Movement and the White Feminist Movement both shared a deep commitment for 
women’s equality, Black feminists contended that the earlier movements of feminism led 
by White-middle class women failed to consider factors of race and class when it came to 
the oppression of all women.   
 Just as the First Wave of feminism was linked to women’s suffrage (woman’s 
right to vote), the Second Wave of feminism was connected to the Civil Rights 
Movement.  During this time in U.S. history, Black feminist activists such as Angela 
Davis, Fannie Lou Hamer, Nicki Giovanni, and Dorothy Height, continued to voice their 
concerns regarding the experiences and struggles specifically meaningful to Black 
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women (i.e., unemployment and work-force discrimination, limited voting rights, racial 
and sex discrimination, restriction of education, etc.).   An early activist of the Black 
feminist movement, Shirley Chisholm11 ridiculed the Woman’s Movement for failing to 
address Black women’s unique experiences and remarked:  
White women must realize that Black people in America are not yet free.  The 
conditions between Black and White women are different. Therefore, the tactics 
used to remove chauvinism would be different, but the goal can be the same 
because all discrimination is eventually the same thing – anti-humanism. 
(Chisholm, 1971, p. 21) 
Chisholm’s sentiments were soon echoed by many Black feminist activists of the 1960s 
and 1970s who remained frustrated with the Women’s Movement’s unwillingness to 
admit their own biasness.   
  In the early 1970s, and after several years of pleading to have a voice in both the 
Black Liberation Movement and Women’s Movement, Black feminists were faced with 
the decision of either conforming to the goals of these movements, or forming a 
movement of their own, so they decided to create and develop their own movement, the 
Black Feminist Movement.  Several organizations emerged from the Black Feminist 
Movement, but all shared the common goal of addressing an array of issues, not only 
related to Black women, but all women.  Those issues included child-care, employment, 
sexuality, welfare, media image, addiction, violence against women, labor organization, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Shirley Chisholm became the United States’ first Black congresswoman in 1968, representing 
New York’s 12th Congressional District.  She later ran for the 1972 Democratic nomination for 
the presidency – becoming the first major party African-American candidate to do so.  
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anti-racist organization, nuclear disbarment, environment preservation, the relation of 
Black women to one another, and the relation of Black women to other women (Hull, 
Bell-Scott, & Smith, 1993; Taylor, 1998).  Because of the focus on such an array of 
issues, Black feminists and the Black Feminist Movement became well respected for 
bringing unprecedented change, not only for Black women, but for all Americans.   
 During the 1980s into the 1990s Black feminist writers and critics (e.g., Patricia 
Bell-Scott, Beverly Guy-Sheftall, bell hooks, Audre Lorde, Alice Walker) began 
formulating theories that addressed the simultaneity of racism, sexism, heterosexism, and 
classicism.  Today, Black feminists continue to argue that sex, class, sexuality, and race 
are interlocking systems of oppression, inseparably connected together.  The lack of 
privilege and power of Black women are rooted in these interlocking systems.  Hill-
Collins (1991) declared that working class Black women have knowledge, experience, 
and insight that is just as useful as White women in the development of a resistant 
feminist politics worldwide.  It is the lack of privilege of Black women that is related to 
the lack of privilege of marginalized people.  If Black women were free, it would mean 
that everyone else would have to be free, because Black women’s freedom would 
necessitate the destruction of all systems of oppression (Miriam, 1994).  Ultimately, 
Black feminism believes that the liberation of Black women could act as a catalyst of 
freedom for all people, since it would mean the end of racism, sexism, and class 
oppression for all women, including women of color, and women in non-Western 
societies. 
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Black Feminist Pedagogy  
Black feminist pedagogy offers a more specialized teaching methodology for 
women of color, particularly in higher education. Omolade (1993) mentions the Black 
woman’s unique experience in her offering of a comprehensive explanation of Black 
feminist pedagogy: 
A Black feminist pedagogy is not merely concerned with the principles of 
instruction of Black women by Black women and about Black women; it also sets 
forth learning strategies informed by Black women’s historical experiences with 
race/gender/class bias and the consequences of marginality and isolation.  Black 
feminist pedagogy aims to develop a mindset of intellectual inclusion and 
expansion that stands in contradiction to the Western intellectual tradition of 
exclusivity and chauvinism. It offers the student, instructor, and institution a 
methodology for promoting equality and multiple visions and perspectives that 
parallel Black women’s attempts to be and become recognized as human beings 
and citizens rather than as objects and victims. (p. 31) 
Since Black women’s experiences and Black women’s scholarship are seldom placed 
within the larger scope of traditional scholarship, this pedagogical approach offers yet 
another alternative method for teaching an underrepresented population of higher 
education.   
 Origins of Black feminist pedagogy commenced during the early 1970s from the 
social and political movements of the Black Feminist Movement.  The Black Feminist 
Movement grew out of the Black Liberation Movement, as well as the Women’s 
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Movement, and was formed to address the needs of Black women who were racially 
oppressed in the Women’s Movement and sexually oppressed in the Black Liberation 
Movement.  In fact, during the beginning stages of many of the “consciousness-raising 
groups” and other beginning stages of the feminist movement in the United States, Black 
women were not fully included in these White feminist organizations (Giddings, 1984).  
Consequently, Black women and Black feminists criticized White, Western feminists for 
being racist and classist, focusing their attention on issues that only concerned White, 
middle-class women.   
 The exclusion of Black women continued its existence within the walls of 
academia.  While colleges and universities were establishing courses and programs for 
women’s studies, many Black female scholars and activists began to notice the exclusion 
of topics and issues concerning Black women from traditional texts.   These Black 
feminist scholars were among a wave of scholars and critics leading in the definition of a 
distinctive African-American women’s literary tradition and establishing Black women’s 
studies in college and university curricula.   Black women’s studies as an autonomous 
discipline began to emerge in the late 1970s, but an increased interest rapidly evolved in 
the 1980s due, in part, to more writings and scholarship on topics relating specifically to 
Black women.  As more publications and scholarship surfaced relating to the political and 
social needs of Black women, the need for pedagogical tools for this subject became 
apparent. Black feminist pedagogy was the result of this need, challenging the White 
patriarchal education system by giving students from historically marginalized social 
groups the right to learn about their own cultures from critical, informed perspectives.  
	  	   58 
 Black feminist pedagogy is even more inextricably connected to activism and 
social change than traditional feminist pedagogy (Henry, 2005).  Black feminist 
pedagogy is premised upon the possibility of social and political change, and the 
liberation for all humankind, regardless of gender, race, and class.  According to Black 
feminist educator Gloria Joseph, Black feminist pedagogy as a philosophy of liberation 
for humankind, is designed to enable students, through the social, economic, cultural, 
moral, and religious history of Third World people, to reexamine and see the world 
through a perspective that would instill a revolutionary, conscious, liberating ideology 
(1995).  It is viewed as a more “radical” pedagogy that is designed to enable students to 
see the world through a perspective that would instill a revolutionary, conscious, 
liberating ideology (Joseph, 1995).  This radical activism often means going beyond 
merely processing knowledge and raising one’s level of consciousness to propelling 
students to redefine themselves by forming movements of their own. 
Goals and Principles 
The primary goal of Black feminist pedagogy is to critique the traditional 
educational systems by providing new ways of thinking about standard curricula, and by 
offering alternative, and sometimes oppositional, interpretations to help students’ 
consciousness (Henry, 2005). These critiques address three main areas: the dominant 
patriarchal education system, which serves a White elite; White academic feminist 
pedagogy, whose analyses of class and race are often irrelevant for the majority of Black 
women (hooks, 1981); and Black educational thought, which privileges masculinist 
discourse and ignores the educational concerns of Black women and girls (Omolade, 
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1994).  Moreover, Joseph (1995) and Hill-Collins (1996) assert that Black feminist 
pedagogy not only challenges traditional content, but also the processes that structure 
learning in the classroom.  They name various commonalities in Black woman’s 
epistemologies: (1) the use of dialogue in assessing knowledge claims; (2) personal 
expressiveness; (3) personal accountability; (4) concrete experience as criterion of 
meaning; and (5) the ethic of caring.  The epistemologies all oppose the traditional 
Western European patriarchal pedagogical approach that encourages a competitive, 
individualistic, and hierarchal classroom environment.   
 Prominent Black feminists, scholars, and activists (Hill-Collins, 1996; hooks, 
2000; Omalade, 1993) agree that the practice of Black feminist pedagogy embodies four 
principles – the use of dialogue in assessing knowledge claims; the centrality of personal 
expressiveness; the ethic of personal accountability; and the concrete experience as a 
criterion of meaning (Mohanty, 1989).  These principles not only challenge the 
consideration of “truth”, but they also question the process of how one arrives at the 
“truth” (Collins, 2000).  Ultimately, Black feminist pedagogy positions itself on 
principles that critique Western (White, masculine) education.  As a pedagogy of protest, 
Black feminist pedagogy is the “radical” pedagogy that is designed to enable students to 
see the world through a perspective that would instill a revolutionary, conscious, 
liberating ideology (Joseph, 1995).  Thus, Black feminist pedagogy is premised upon the 
possibility of social and political change, and the liberation for all humankind.  
Philosophical and Theoretical Base 
 Black feminist pedagogy refers to a particular set of practices for teaching and 
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learning that is grounded in the philosophical beliefs of black feminism and the 
theoretical principles of Black feminist thought.  The term Black feminism [feminist], is 
also sometimes referred to as “womanism” because of its concerns with the struggles 
against sexism and racism by Black women.  Phillips (2006) offers a concise definition of 
“womanism” as “a social change perspective rooted in Black women’s and other women 
of color’s everyday experiences and everyday methods of problem solving in everyday 
spaces, extended to the problem of ending all forms of oppression for all people, and 
restoring the balance between all people” (p. xx).  It soon became a reaction to the 
realization that “feminism” did not include perspectives and experiences of all women, 
particularly of Black women.  Womanist, or womanism, is a term first coined by Alice 
Walker (1979) in her book, Coming Apart, in which it was used to describe Black 
feminist, or feminist of color.  Unlike feminism, womanism does not emphasize or 
privilege one gender over another.  Instead, it emphasizes all forms of oppression, 
including gender, race, class, to a level of equal concern and action (Phillips, 2006).  
 Womanism emerged from Black feminist recognition of the ignorance of racial 
struggles in the first and second waves of feminism due to factors such as purposeful 
neglect, racism and perpetuation of the ‘white-women’s agenda’ (Alexander-Floyd & 
Simien, 2006).  The term “womanism” is often interchangeably used with Black 
feminism, although, some Black women scholars argue against using the terms in this 
manner.   Phillips (2006) believes that feminism limits its emphasis on privileged gender 
or sexism.  Womanism emphasizes all forms of oppression.  In fact, womanism’s only 
link to gender has to do with the historically race/class/gender matrix in which the Black 
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women is positioned.  hooks (1994) argues that the term “womanism” deflects attention 
from feminism as a political struggle and focuses on the Black female cultural practice 
and lifestyle.  This struggle is unique to the Black female due to her function and position 
in a Western European patriarchal society.  The Black females’ positionality, in turn, 
reflects a different illustration of what many feminists have pointed out for several 
decades: that is, White middle-class feminists have often disregarded or misrepresented 
the range of feminist practices, especially women of color, working-class, poor women, 
and women in grassroots organizations (Lorde, 1984).   Ultimately, womanism supports a 
different and more encompassing type of identification for Black women, which 
separates from traditional notions of feminism (Boisnier, 2003). 
Often an overlooked perspective for educational theorist and pedagogical 
approaches, Black feminist pedagogy bases its theoretical principles on Black feminist 
thought, which critiques American/Western education.  In the Black feminist landmark 
book, Black Feminist Thought, Hill-Collins (2000) describes three major themes in the 
construction of Black feminist thought:  
First, Black women empower themselves by creating self-definitions and self-
valuations that enable them to establish positive self-images and to repel negative, 
controlling representations of Black womanhood created by other people. Second, 
Black women confront and dismantle the interlocking structure of political 
oppression in terms of race, class, and gender.  Third, Black feminists combine 
academic intellectual thought and political activism. (p. 116) 
Other Black American feminists have identified additional themes in black feminist 
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thought, as evidenced in over a century of struggle in the United States. These include: 
(1) the presentation of an alternative social construct for now and the future based on 
African-American women's lived experiences; (2) a commitment to fighting against race 
and gender inequality across differences of class, age, sexual orientation, and ethnicity; 
(3) recognition of Black women's legacy of struggle; (4) the promotion of Black female 
empowerment through voice, visibility and self definition; and (5) a belief in the 
interdependence of thought and action (Guy-Sheftall, 1995; Hill-Collins, 2000).  
Collectively, these themes pose different outcomes than those of White feminism that 
often excluded factors of race and gender and the role they played in gender oppression 
and inequality.    
 Unlike traditional feminist pedagogy, which was initially founded on the basis of 
Western feminist thought, the theoretical roots of Black feminist pedagogy are based 
upon the unique experiences and systematic oppressions Black women have historically 
encountered in their plight for social and political justice and equality, and that these 
distinctive experiences are interconnected rather than independent.  Because of the Black 
woman’s unique, historical position in society, the need to reexamine and even challenge 
the original assumptions about feminism become imperative to account for the 
experiences and lives of all women, not just middle- and upper-class White heterosexual 
women. Black feminist pedagogy offers the framework to challenge the hidden 
assumption and beliefs and thereby effect change in ways that can improve the lives of 
those who have been invisible, powerless, and disenfranchised. 
 The experience of Black women encompasses three interdependent dimensions of 
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oppression.  First, the exploitation of Black women’s labor within the U.S. capitalistic 
system represents an economic oppression (Jones, 1985).  Second, the denial of Black 
women’s rights and privileges to vote or hold public office, as well as relegating 
education are all instances of political and social oppression (Berry, 1994).  Finally, 
manipulating images applied to Black women used to justify their role in social structure 
exemplifies ideology oppression (Morton, 1991).  Together, this interlocking web of 
economic, political/social, and ideological forms of oppression all functioned as a social 
design to keep Black women in an oppressed state.  This places Black women at a 
theoretically fascinating point.  That is, Black women are uniquely situated in that they 
stand at the focal point where three powerful and prevalent systems of oppression come 
together: race, gender, and class (Collins, 2000). Being able to understand this position 
opens the possibility for understanding where systems of inequality and oppression come 
together and how it effects the teaching and learning processes for all marginalized 
people.   
Commentary, Critiques, and Challenges of Feminist Pedagogy and  
Black Feminist Pedagogy in Higher Education  
 As colleges and universities begin to examine their curricula and teaching 
methodologies, it is becoming more apparent that traditional pedagogical approaches are 
not the only means for positive outcomes of students’ learning experiences.  
Incorporating principles of feminist pedagogy within the college classroom provides 
students with an environment where open and honest dialogue is valued, making them 
feel comfortable for learning in any setting. As feminist pedagogy continues to evolve, 
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questions and challenges concerning this teaching approach also surface.  It is necessary 
to highlight and discuss some of the commentary regarding feminist pedagogy, as well as 
the critiques that challenge its validity in institutions of higher learning.   
 Since the 1990s, colleges and universities have increasingly undergone reform in 
terms of both curricula and pedagogical practices.  Not only has this reform challenged 
traditional programs of study, but also led to reevaluation of pedagogical approaches 
within the college classroom. Feminist pedagogy is one of the possible teaching strategies 
for enriching and expanding college and university curriculum, and providing instructors 
with the adequate tools for teaching a more progressive, diverse curriculum.  One 
advantage of feminist pedagogy is that its principles can also be applied to a wide range 
of disciplines and teaching situations (Coeyman, 1996).  This is beneficial for most 
colleges and universities since classes and courses are becoming more diversified, in 
addition to the students who enroll for these classes.   Another advantage of the use of 
feminist pedagogy in a college environment is that it has the opportunity to expand or 
constrict the students’ understanding of women’s social position, and the means by which 
to increase students’ participation as full members of society (Eudey, 2001).  This is a 
contributing solution to one of the primary goals in higher education – broadening our 
students’ capacity or ability to contribute to American society. 
 In most traditional institutions of higher education, the hierarchical structures of 
the classrooms are contradictory to the essential goals of feminist pedagogy.  
Nonetheless, many progressive professors are finding that feminist pedagogy has become 
essential in promoting critical thinking and consciousness-raising, particularly among 
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students in higher education. (Larson, 2005; Markowitz, 2005).  Mayberry and Rose 
(1999) provide several illustrations of how the implementation of feminist pedagogy in 
schools of higher learning made positive and impactful changes in the lives of both 
students and instructors.  One illustration demonstrates how feminist pedagogical 
practices were used to collaboratively develop assessment tools, which have been proven 
to be highly successful in several undergraduate courses.  Dissatisfied with 
administratively mandated, quantitative, bureaucratically administered assessment 
instruments, Wetzel (1999), along with students, developed assessment tools measuring 
their content, as well as their method of implementation.  Portfolios were used as 
developmental and cumulative documentation for student growth and mastery.  These 
portfolios also became a community-building mechanism in which students exhibited and 
discussed their work with other student colleagues and faculty members.  Readers who 
assessed these portfolios concluded that students demonstrated higher levels of critical 
thinking and analytical approaches to specified topics. Readers also concluded that most 
students demonstrated practical application or research and writing skills that were useful 
beyond their undergraduate experience. 
 There is an established relationship between feminist pedagogy and community 
activism.  The case with the students of Gilbert, Holdt, and Christopherson (1998) is an 
illustration of one scenario in which the use of feminist pedagogy move students’ 
knowledge of the inquiries of society from inside the classroom into the community 
where they live, work, and attend school.  The instructors developed a “capstone” project 
that required students to maintain a self-reflective journal of their experiences at a local, 
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family-based social service agency.  This self-reflective journal comprised of students’ 
thoughts, article responses, as well as interviews with clients, staff, and policy makers.  
From this self-reflective journal developed a feminist research project to ascertain county 
and city officials’ perceptions of the needs and problems of local families.  Parry (1996) 
affirmed that students were able to “use their own personal experiences and see them as 
valid elements in the learning process” (p. 47).  Students exemplified various ways in 
which they incorporated hands-on knowledge in their lives.  Some demonstrated this 
through political means like intellectually voting, volunteering at social agencies, or 
establishing grassroots activist work.  Most importantly, the students were empowered to 
become activists for social change in their communities.   
 Turpin (2007) shows how the use of feminist pedagogy can transcend the 
traditional face-to-face classroom setting, and still provide positive results within students 
in a virtual class setting.  After observing low student participation in classroom 
discussions and receiving superficial responses from those who participated, Turpin 
implemented feminist pedagogy in hopes of increasing student involvement as well as 
providing an environment where students would not be afraid of sharing their personal 
views.  The results of Turpin’s implementing feminist pedagogy indicated that students 
became more relaxed and detailed in their discussions regarding controversial readings.  
Students moved beyond superficial responses to providing critical feedback on 
controversial topics. According to Turpin, students “began to regard themselves as 
having some agency in the classroom through their critical reasoning” (p. 22). As a result 
of providing students with a free space to explore their intellectual pursuits, students took 
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an active role in their learning process, that is, becoming critical and creative learners. 
 Despite all that has been written about feminist pedagogy, few of the claims of 
advocacy or critique have been empirically documented.  Hoffman and Stake (1998) 
provided the first data of this kind.  The investigation centered on two specific questions: 
To what extent do women’s studies teachers endorse the pedagogical themes identified 
by feminist theories? and, Is women’s studies pedagogy distinctive?  University 
instructors of women’s and non-women’s courses were surveyed and rated their courses 
based upon four aspects of feminist pedagogy: participatory learning, validation of 
personal experience, encouragement of social activism, and development of critical 
thinking. Results of the study indicated that participants (instructors) showed strong 
commitment in their courses to each of the four pedagogy dimensions.  More specifically, 
survey participants indicated a very high commitment to promoting critical thinking and 
open-mindedness.   
 Although much can be said concerning the principles of feminist pedagogy, 
feminist pedagogy is more of an “ideology” of teaching as much as it is a framework for 
developing particular strategies and methods in the service of particular objectives for 
learning outcomes. (Crabtree, Sapp, & Licona, 2009).  However, this ideology has 
resulted in a number of questions concerning the practice of this instructional approach in 
the classroom. For instance, where the teacher is paid and employed to assess students by 
the institution, how can the students gain equality with the teacher in the classroom? In a 
classroom where all students have the freedom to speak, where is the line between 
‘therapy’ and ‘academic discussion’? What are the risks of “transformation” occurring in 
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the classroom? What if those results are negative or distressed?  Who determines what is 
taught?  How do we teach those topics?  These questions and many others are routinely 
asked to support the legitimacy of feminist pedagogy.  In many accounts, these questions 
are valid in their attempt to justify the use of feminist pedagogy in college classrooms.  
These questions also raise deeper issues and concerns for discussion.  
 The use of feminist pedagogy in the college classroom should ultimately foster a 
connection where students are transformed into critical thinkers.  However, there are 
certain challenges that pose threats to this type of teaching and learning outcome. One of 
the main challenges of establishing critical thinkers in the classrooms is that today’s 
undergraduates enter college with a lack of basic skills in critical thinking (Waite, 2007). 
Students come to class with insufficient amount of knowledge upon which to draw upon 
for classroom dialogue and inquiry. Moreover, developing materials, assignments, and 
projects that address critical thinking skills is costly and time consuming.  Even with the 
cost factor and the investment of time, there is still no guarantee for success, especially 
when methods and strategies are constantly emerging (Kurfiss, 1988). 
 Another challenge with feminist pedagogy in the college classroom is that most 
students are not receptive to transformation.  They have been a part of an educational 
system that emphasizes hierarchy of role, rank, and responsibility (hooks, 1994). Many 
undergraduate students are accustomed to, and thus, are expected to crave an 
authoritative deposit of information that they would draw upon when needed (hooks, 
1994). Many students enter college with a pre-conceived notion that the instructor is the 
authoritative figure in the classroom whose role is to keep them “entertained”. In fact, 
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most students appear to be well indoctrinated by social-cultural norms and comply with 
dominant discourses that permeate classes. 
 The use of Black feminist pedagogy in the classroom has also gained its share of 
critique.  Black feminist pedagogy is designed to raise the political consciousness of 
students by introducing a worldview with an Afrocentric orientation to reality, and the 
inclusion of gender and patriarchy as central to an understanding of all historical 
phenomena (Joseph, 1995).  Although Afro-centric in its orientation, this can be 
somewhat intimidating to students who are not of color.  In a feminist classroom, 
members are encouraged to respect each other’s differences, rather than fear them 
(Shrewberry, 1993).  Moreover, students should feel free to engage in open dialogue and 
conversation in hopes of achieving a greater understanding of one’s differences.  This can 
sometimes have a reverse effect on White students situated in a class where their 
race/gender is the subject of being the oppressor. Joseph (1995) documents comments 
from white students after exposure to black feminist pedagogy citing that the majority of 
them showed signs of discomfort, but remained silent holding in their discontent.  These 
students later indicated that they felt afraid that if they challenged questions and 
comments in the class, other classmates would accuse them of being racist or elitist. 
For instructors, the challenge of incorporating feminist pedagogy within the 
classroom does not lie primarily with what it looks like or how to use it in the classroom, 
but how to initiate it.  Most research on the utilization of feminist pedagogy in the 
classroom, including the sources listed in this study, describes how feminist pedagogy 
should look in the classroom and the effects one should receive.  However, these 
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literatures do not fully explain how one should begin the process of initiating feminist 
pedagogy in the classroom.  Seymour (2007) believes: 
a feminist classroom is an admirable ideal, it is also an enterprise that undeniably 
brings several risks and potentially negative outcomes – making its initial 
implementation all the more fraught with controversy and complexity.  Therefore 
the precise “machinery” of its implementation, and how the students function 
within that matrix, seem highly deserving of both attention and criticism. (p. 188) 
Seymour offers suggestions that instructors can use to implement feminist pedagogy in 
the class.  Those suggestions include having preliminary discussions about class-
conscious feminist theory, and/or articulating how non-hierarchical (feminist) classrooms 
operate from such positions of concern.  Other forms of initiation feminist pedagogy in 
the classroom may come by way of covertness.  Woodbridge (1994) speaks of how she 
“rather sneakily” introduces feminist theories to her students, and considers the 
covertness to be worth-while (p. 148). Ultimately, Seymour (2007) believes that 
instructors should be forthcoming about their positions of utilizing feminist pedagogical 
practices in the classroom. This act can diffuse the centralist position of the instructor 
while encouraging students to become active participants in the classroom.   
In addition to the challenges mentioned earlier, there are a variety of theoretical issues in 
feminist pedagogy as it relates to the role of the instructor in the contemporary classroom, 
primarily in the university classroom.  Three of the most significant barriers to feminist 
pedagogy are: (1) the conservative opposition both inside and outside the academy; (2) 
the fear of teaching outside institutional norms among faculty, especially part-time or 
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untenured faculty; and (3) the reservations among feminists that feminist pedagogy can 
empower professionally marginalized (female and nonwhite) faculty and students from 
exploited populations (Crabtree & Sapp, 2003).  
 Many college and university faculty and administrators who are conservative with 
their pedagogical views believe that the unconventional aims of feminist pedagogy are a 
threat to the status quo within the walls of higher learning as well as the larger society.  
Those who are of this mindset argue against liberal educational reforms, and that a 
common knowledge from the traditional canon is necessary for people to be productive 
citizens.  This notion supports the patriarchal practices in education where the teacher is 
the authority who teaches a curriculum that ignores diverse political and social issues of 
gender, race, and class.  Naturally, faculty and administrators who are cynical of 
implementing feminist pedagogy in environments of higher learning resist the inclusion 
of methodologies that promotes women’s studies, ethnic studies, queer studies, or any 
other study of race, class, gender, or sexuality in any academic department.  However, 
faculty and administrators who promote the principles of feminist pedagogy experience 
the positive results of learning communities that forge alliances with men and women 
across differences of race, class, or sexuality.   
 Another barrier with implementing feminist pedagogy in environments of higher 
learning relates to the apprehensions experienced by untenured and part-time faculty.  
Because of job insecurity and uneven power relationships amongst fellow colleagues, 
untenured and part-time faculty are often reluctant to teaching controversial topics or 
unconventional teaching methods, such as feminist pedagogy (Crabtree & Sapp, 2003).  
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Many faculty who fall under this status fear punishment by administrators or poor 
evaluations from students.  Since many students arrive to college classrooms already 
rooted with the banking system from patriarchal teaching methods, they often resist 
feminist and other progressive pedagogical practices.  As a result, many untenured and 
part-time faculty may feel compelled to revert to traditional classroom interaction 
students learned in high-school, as well as live up to students preconceived notions of 
teacher authority (Crabtree & Sapp, 2003). 
 Implementing feminist pedagogy in college classrooms poses opposition from 
feminist teachers who are trying to find their place in a contemporary university setting.  
In fact, some feminist scholars (e.g. Pennycook, 1990; Weiler, 1991) believe that   
feminist pedagogy does not meet the needs of many female teachers in an educational 
culture dominated by White male authority.  There is a fine line in which many female 
teachers must follow in order to maintain some authority in the classroom while 
encouraging feminist pedagogical practices that promotes shared authority.  On one hand, 
feminist scholarship encourages women to claim all the authority to which they have 
access in a society that mostly denies it to them (Ferganchick-Neufang, 1996).  On the 
other hand, female teachers who want to practice feminist pedagogy are expected to 
“share”, or give up part of the classroom authority that they have earned (Crabtree & 
Sapp, 2003).  These contradictory expectations experienced by many female scholars and 
teachers illuminate serious challenges that feminist pedagogy face when implementing 
this teaching method within a traditional university setting. 
 This chapter reaffirms the need to take heed to Audre Lorde’s call concerning 
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differences in thought, knowledge, and people.  Although differences can be a crux that 
debilitates processing knowledge inside and outside our classrooms, it can be the thrust 
that drives the discovery of new forms of teaching and learning.  Therefore, the 
importance of feminist pedagogy, as well as Black feminist pedagogy, as a valid form of 
pedagogical approach, particularly in higher education, cannot be underestimated.  
Through a critique of how traditional academic inquiry have ignored or negated the 
experiences of women, these two pedagogical approaches acknowledge personal, 
communal, and subjective ways of knowing as valid forms of inquiry and knowledge 
production.   
 The nexus (collective similarities) between these two pedagogical approaches are 
their missions to establish liberatory learning environments where students are 
empowered to make an active change in their community.  The nuances (collective 
differences) lie within the philosophical and theoretical framework between the two 
pedagogies.  Although feminist pedagogy and Black feminist pedagogy present questions 
and challenges regarding their validity in the classroom, teachers, students as well as 
empirical data all support the fact that these pedagogical methods produce positive results 
in the classroom, particularly in higher education.  It is with these particular pedagogical 
approaches that instructors find most empowering for students, with transforming effects 
that transcend inside and outside the classroom.  
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CHAPTER FOUR – RESEARCH METHODS 
“Feminism is the radical notion that women are human beings.” 
– Cheris Kramarae 
  The research design for this study offers insight into the use of feminist pedagogy 
and Black feminist pedagogy at a Spelman College.  Included within this chapter are 
explanations of the research design, contextual information on the research site, data 
collection methods, data analysis, and a brief explanation of Coeyman’s (1996) 
application of feminist pedagogy to the college music curriculum.  The contextual 
information describes various components of the music program at Spelman College as 
the research site.  The data collection methods identify the triangulated measures of 
interviews, observations, and document review used to ascertain important information 
about this topic. Data analyses detail the approaches taken towards highlighting emerging 
themes from Coeyman’s application of feminist pedagogy to the college music 
curriculum.  Thus, the research methods will provide the scholarly steps necessary for 
conducting this study.   
 The current study is designed as an intrinsic case study model (Stake, 1995) using 
qualitative research data to examine how feminist pedagogy is integrated into the 
undergraduate music program at Spelman College, a historically Black college for 
women.   This college was chosen for its convenience, as well as its unique 
representation of race and gender in the American higher educational system, and for its 
potential for teaching and learning music across social and cultural barriers.  More 
specifically, the study addresses other related areas: (1) how Spelman College’s course 
curricula is inclusive of feminist pedagogy principles; (2) how discourses of race and 
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gender serve as a contextual framework for implementing pedagogical principles for 
social action; and (3) how music instructors can move beyond their own teaching 
practices to incorporate feminist pedagogy ideologies.   
 Qualitative data provide the means for understanding the meaning individuals or 
groups ascribe to a social or human problem (Creswell, 2009).  Moreover, qualitative 
research data allows ideas to be explored for a more in-depth understanding of given 
phenomena.  This study was conducted in its natural setting where the researcher is the 
key instrument.  Multiple sources of data were collected and analyzed in which 
conclusions were made based upon the findings from the study.  Based upon these 
characteristics of the study, a qualitative research design was best suited for this research. 
 Of the five qualitative research methods (phenomenology, ethnography, case 
study research, grounded theory, and historical research), the current study followed the 
case study research method. Case study as defined by Yin (2009) is an “empirical inquiry 
that investigates a contemporary phenomenon within its real-life context” (p. 13).  Case 
studies are a strategy of inquiry in which the researcher explores in depth a program, 
event, activity, process, or one or more individuals (Creswell, 2009).  Stake (1995) 
describes three general categories for types of case studies: intrinsic, instrumental, and 
collective.   Researchers who have a genuine interest in the case should use the intrinsic 
approach when the intent is to better understand the case itself (Stake, 1995).  Intrinsic 
case studies are undertaken primarily because the case represents other cases, or because 
it illustrates a particular trait or problem, but because in all its particularity and 
ordinariness, the case itself is of interest. 
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 This intrinsic case study was undertaken because there is a key interest in a 
unique phenomenon at Spelman College. Regarded as the oldest institution of higher 
education for women of color in the United States, Spelman College reflects a unique 
intersection of race and gender in the American higher educational system. The music 
program at Spelman College provides its music students a solid musical foundation to 
further their study leading to a professional career in performance, scholarship, music 
education, or other related fields.  Through its course curricula, Spelman College has 
created a learning environment that fosters social consciousness, political involvement, 
cultural awareness, as well as artistic appreciation (Spelman College Course Catalogue, 
2012).   Reflecting the principles of feminist pedagogy (i.e., diversity, opportunities for 
all voices, shared responsibility, and orientation to action), and the Black feminist 
pedagogy (i.e., creating self-definitions, confronting interlocking structures of 
oppression, and combining academic intellect and activism), the music department at 
Spelman College offers a learning environment where all students are encouraged to 
consider the roles of society and culture in shaping the attitudes towards women and their 
roles in music.  
 Using an intrinsic case study model with qualitative data collection measures of 
interviews, observations, and document reviews, the following primary research question 
guided the study:  
• How does a historically Black women’s college utilize feminist pedagogy and 
Black feminist pedagogy in the structure and delivery of its music program?   
The secondary research questions are as follows: 
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• In what ways do music course curricula reflect principles of feminist 
pedagogy?  
• How are students (particularly African-American females) in 
undergraduate music courses influenced by the feminist pedagogical 
approach to teaching and learning music?   
• How do music educators teach music outside their own experiences (i.e., 
traditional teaching preparation), which are in some cases a conventional 
approach? 
 The study targeted twelve participants.  Those participants included four music 
faculty, and eight junior and senior students enrolled in music courses. 12 Faculty 
participants were chosen on a purposive basis given their teaching assignments within the 
music department. Faculty demographics include two tenured associate professors, Dr. 
Leonard and Dr. Patrick.   Dr. Leonard is a Black male and has taught within the Spelman 
College music department approximately fifteen years at the time of this research.  Dr. 
Leonard is a White male and has taught within the Spelman College music department 
for approximately twenty-five years at the time of this research.  The remaining two 
instructors, Professor Rogers and Professor Boyce are untenured, non-terminal degreed 
faculty in their first year of teaching as Spelman music faculty at the time of this 
research.  Whereas Professor Rogers bring several years of prior teaching experience, 
Professor Boyce, the youngest faculty participant and the only female of this study, 
brings no prior collegiate teaching experience.  Spelman College students interviewed for 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12 Pseudonyms are used to keep all participants anonymous. 
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this study were also chosen on a purposive and convenience basis.  Only junior or senior 
level students were selected as participants for this study because (1) they have 
completed both their first-year and second-year orientation requirements, and (2) they 
have more experience with various types of teaching and learning styles in the classroom.  
Four students are music majors, and the remaining four students are non-music majors 
who were enrolled in music courses (i.e., Music Appreciation, World Music, Women in 
Music, etc.) at the time of the research.  
 Interviews were conversational style and covered topics such as teaching and 
learning styles, and single-sex classrooms. Observations took place in music classrooms, 
private studios, and rehearsal rooms.  Observations began in October 2013 and continued 
for five weeks.  I observed each setting three times a week in increments of fifty minutes.  
Notes were primarily taken on the portraits of the participants, the physical layout of the 
class, and interactions between the instructor and students (i.e., lecture-based, discussion 
and dialogue, and small groups). Documents were compiled and reviewed based upon 
their relevancy to the content, context, and pedagogical practices.  Some of those 
documents included, but were not limited to, course syllabi, music department handbook, 
college handbooks, recital and concert programs, etc.  
Contextual Information on Research Site 
 Since its founding in 1881, Spelman College is committed to preparing its 
students to lead their communities and to make a difference in the world (Tatum, 2005).   
Located in the city of Atlanta, Georgia, cradle of the Civil Rights Movement and home of 
two Nobel Peace Prize Winners – Dr. Martin Luther King, Jr. and President Jimmy 
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Carter – Spelman cultivates “free-minded” leaders through speaking, writing, and critical 
thinking in the classrooms.  Spelman helped birthed twentieth century movements that 
effected academic diversity through faculty and student leadership in, as well as support 
of the U.S. Civil Rights Movement, through the 1981 establishment of a women’s center 
and comparative women’s studies program, and through faculty and student activism for 
its first Black women president, Dr. Johnnetta B. Cole appointed in 1987 (Ross, 2008).   
 Spelman College, a global leader in the education of women of African descent, is 
dedicated to academic excellence in the liberal arts and sciences and the intellectual, 
creative, ethical, and leadership development of its students.  With a student body of 
more than 2,100 women, the college is a part of the Atlanta University Center academic 
consortium.  Other institutions in this consortium include Morehouse College, a 
historically Black liberal arts college for men, and Clark-Atlanta University, a historically 
Black liberal arts college for both men and women.  
Spelman College was the first historically Black female institution of higher 
education to receive its collegiate charter in 1924.  The college’s original mission was to 
provide a quality, liberal arts education for Black females in the South.  This mission has 
evolved into a mission that promotes the intellectual, ethical, and leadership potential of 
its students.  High on the list of priorities for Spelman is the training of Black women for 
leadership roles, to serve their communities and nation, and to uplift their race.  Through 
its course curricula, Spelman College has created a learning environment that fostered 
social consciousness, political involvement, cultural awareness, as well as artistic 
appreciation.  Today, Spelman College is a forerunner in the development of Women’s 
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Research Institutes that focus on courses and research pertaining to the cultural, 
historical, and social experiences of Black Women (Collins, 2001). It is within the 
context of this rich legacy and unique environment of Spelman that I examine the use of 
feminist pedagogy in the music department. Such context will provide insight into a 
specific population that has received little research attention, music teachers and students 
in an all-female institution of higher learning and the pedagogical approach used. 
The music department at Spelman College was the site for my research.  Since the 
founding of Spelman College, music was an integral part of the daily life of every 
Spelman student.  Just a few months after settling the school, the founders hired the first 
music teacher who began giving voice lessons as early as October 1881. Congregational 
singing of hymns and spirituals were a part of daily devotionals and vesper services 
which were all held in historic Sisters Chapel.  Music eventually became a mechanism 
for crossing social, cultural, and racial barriers for the surrounding community.   
 Of all the arts, music historically ranked first in the general interest and had the 
greatest student participation.  About two-thirds of the students enrolled participated in 
some way in the musical life on campus. Although music began as one of the 
“ornamental subjects” offered to the Spelman student, the curriculum eventually 
expanded to include a regular course of study in music. Courses for credit were offered in 
music history and appreciation, sight-singing, harmony, and counterpoint.  Private 
lessons expanded from piano and voice to the violin and cello.   These courses were 
initially Eurocentric and male-centered, excluding histories of other cultures, even 
African-Americans in some cases.  Spelman music teachers taught piano and voice for 
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the community as well as for the Spelman students.  Corley describes Spelman’s 
contributions to the community by describing how Spelman music teachers used 
materials published by the New England Conservatory of Music and helped to 
professionalize church musicians as well as to open the doors of classical music to the 
Black community. 
 The arts have been an important dimension of Black cultural expression – 
providing an avenue for social protest and critique (Tatum, 2005), and Spelman College 
has served as a platform for these cultural expressions by exposing its students, faculty, 
as well as the community to several artists, both Black and White, of international 
acclaim.  Several historical Black female performers such as Marian Anderson, 
Mattiwilda Dobbs, and Dorothy Mayner, have graced the stage at Spelman College’s 
historic Sisters Chapel, presenting their gifts and talents to the college as well as the 
surrounding community.  Alumnae have left the gates of Spelman College to demonstrate 
in action through music the mission of the college.  For example, Bernice Reagan 
Johnson, founding member of the highly acclaimed African-American woman’s a capella 
ensemble Sweet Honey in the Rock, is one of the most well known and historically the 
first Black women’s ensemble to collaborate in performance with artists associated with 
women’s music. Currently, Spelman College is revitalizing this tradition for the twenty-
first century by creating avenues for cutting-edge interdisciplinary exploration of 
important issues through the arts through the endowed Cosby Scholars program (Tatum, 
2005).  This program offers students intimate interaction via classroom, lectures, 
meetings, discussions, and collaborations with noteworthy artists whose mission is to 
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bring about social change through their craft. 
 As the African-American female experience in America changed over the years, 
Spelman College, and consequently the music department, evolved in response to these 
changes (e.g. Civil Rights Movement and Black Feminist Movement).  Of importance are 
the changes that occurred in the music curriculum as the mission of the college evolved, 
the role race and gender played in the development of the music department, the effects 
of larger social, political, and cultural changes that brought about change for African-
American females, and the impact of the music department had on its surrounding 
environment.   
 In the 1980s, Spelman College began transforming its curriculum by 
mainstreaming women’s studies as well as multiculturalism studies into the liberal arts 
curriculum. As a result, the music department created new courses and modified existing 
courses where diversity issues such as gender and race were addressed.  For many of the 
music courses, emphasis on diversity emerging from women’s empowerment seek to 
broaden the content and teaching methodologies. Critical thinking about conventional 
music traditions are often structured through assignments that require students to analyze 
the meanings of materials in which women’s, and more specifically, the Black women’s 
identity is represented. The department developed its Jazz Ensemble, one of the first all-
female jazz ensembles at an HBCU.  Although offerings integrating women’s studies are 
rare in most undergraduate music programs, Spelman College led this trend by adding 
courses such as Women in Music to its core curriculum.  Other existing courses such as 
History of Jazz, Music Appreciation, and History of African-American Music, were 
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eventually designed to include units specifically devoted to the contributions of women. 
Music courses that break away from patriarchal conceptions of femininity such as 
Introduction to Music Technology and Music Business and Entrepreneurship were also 
added to the curriculum.   
At Spelman College the female gender is acknowledged and valued within a 
broader social context that continues to devalue women’s contributions to society.  
Unlike most traditional, coed institutions, Spelman College views the female experience 
as normative, and serves as a site where many gendered assumptions about ability, roles, 
essence, and possibilities are regularly challenged and analyzed (Eudey, 2001).  
Strategies and tools identified in African-American women settings that they use to 
survive and thrive demonstrates a template of resilience and perseverance from which all 
teachers and students can benefit.  Due to the distinctive socio-cultural contexts, special 
missions, and nature of Spelman’s student body and faculty, a curriculum infused with 
content as well as pedagogical strategies have been implemented to prepare music 
students for a diverse, multicultural world of the future, and to better deal with the 
differences between their own communities and the larger world. 
Data Collection 
 Data collection for this qualitative study was undertaken over the period of five 
weeks, and was ascertained through interviews with faculty and students, observations of 
class time and performances, and document review.  Upon the proposal approval from 
the Institutional Review Boards of Boston University and Spelman College, participants 
were notified for the study.  Data collection began with contact to Dr. Kevin Johnson, 
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chair of the music department, Dr. Veta Goler, Division Director for Arts and Sciences, 
and Taronda Spencer, Spelman Archives Director.  Purposefully selected participants, 
including faculty and students, were asked to sign consent forms prior to research 
participation.  These participants helped me understand the problem and the research 
question(s) (Creswell, 2009).  Participants included four full-time faculty who teach 
music courses and four students: two music majors, and two non-music majors, who are 
enrolled in these music courses. The acquisition of data was primarily conducted on 
location in the music department at Spelman College.  This provided convenience for 
interview participants, allowed continued observation of instructional time and 
performances, and allowed convenient access to archives and other document resources.    
Interviews 
 One of the most important sources of case study information is the interview.  
Interviews can be used to obtain in-depth information about participants’ thoughts, 
beliefs, knowledge, reasoning, motivations, and feeling about a topic (Johnson & 
Christensen, 2010).   Interviews for qualitative research can elicit participants’ thoughts, 
beliefs, reasonings, and feelings about a particular topic.  Interviews for this study were 
also used to examine instructors’ and students’ experiences in using feminist pedagogy in 
music courses, as well as their thoughts of teaching or learning music in an all-female 
setting. Interviews gave participants the opportunity to share their personal stories related 
to research topics. 
 Considering the viewpoints supported by Patton (1987) and Creswell (2009) 
regarding the approach and protocols of conducting interviews, this study integrated both 
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models in its implementation of data collection.  Patton (1987) describes three types of 
qualitative interview approaches: informal conversational interview, interview guide 
approach, and standardized open-ended interview.  The two interview approaches used 
for this study were the informal conversational interview and the interview guide 
approach.  The informal conversational interview is a spontaneous, loosely structured 
interview where the interviewer discusses the topics of interest and follows all leads that 
emerge during the conversation.  Topics of interest consisted of feminist pedagogy, 
current teaching and learning styles, and single-sex classroom settings.   The interviewer 
entered the interview session with a plan to explore specific topics and to ask specific 
open-ended questions of the interviewee (see Appendices A and B). 
 Interviews for this case study were conducted using the “interview protocol” as 
outlined by Creswell (2009). Interviews were conducted for thirty minutes and digitally 
recorded with each participant’s permission. Immediately following each interview, 
ample time and space was allotted to transcribe and prepare digital documentation and 
interpretive commentary. Audio interview recordings were saved in an Mp3 format and 
uploaded and stored in an external hard drive. Transcripts of interviews with faculty and 
students were checked to ensure they do not contain obvious mistakes during 
transcription.  In addition, notes taken during the interview were proofed to ensure that all 
topics were covered and follow-up questions pursued thoroughly.  
Observations 
 Observation involves watching the behavioral patterns of people in a certain 
situation to obtain information about the phenomenon of interest (Johnson & Christensen, 
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2010).  Observations are essential for case studies because they provide additional 
information about the topic being studied (e.g., teacher and student interactions and their 
spoken and unspoken responses to various topics).  Creswell describes four types of 
observations: complete participant, participant-as-observer, observer-as-participant, and 
complete observer.  Two types of observations were conducted for this study: participant-
as-observer and observer as participant (Bogdan & Biklen, 1992; Creswell, 2007; 
Merriam, 1998).  
 The participant-as-observer researcher takes the role of an insider while spending 
an extended amount of time in the field participating and observing.  In this case, I 
informed instructors of the research that was being conducted as I continued to 
participate in school functions.  I am not only a music instructor at the research site, but 
also the piano accompanist for one of the major music ensembles at the research site.  
The advantage of the participant-as-observer researcher is the ability for the researcher to 
obtain valuable feedback about his or her observations and tentative conclusions from the 
people in the research study.  
 The observer-as-participant researcher takes on the role of observer much more 
than the role of the participant.  This type of observation requires the researcher to have 
more limited and briefer interactions with the participants.  For this case study, I 
informed music colleagues as well as their students that they were being studied.  I then 
negotiated entry into class meetings, private studio instructions, as well as committee 
meetings.  This allowed me to maintain objectivity and neutrality. 
 The complete-participant researcher and the complete-observer researcher were 
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not used in this case study.  The complete-participant is considered “undercover” 
research where the researcher becomes a member of the group being studied, but does not 
inform members they are being studied.  The complete-observer fully takes on the role of 
an outside observer, but also does not inform members that they are being observed.  
Research ethics promote that participants should know that they are involved in a 
research study and that they have the right not to participate.  Therefore, the complete-
participant researcher and the complete-observer researcher were not used in this case 
study because of ethical concerns.   
 Observations were conducted using the Guidelines for Directing Qualitative 
Observation outlined by LeCompte, Preissle, and Tesch (1993) (Appendix C).  
Procedures for recording observational data followed the protocol guideline described by 
Bogdan and Bilken (1998) where observational notes were divided into descriptive notes 
and reflective notes.  Descriptive notes included portraits of the participants, accounts of 
particular events or activities, reconstruction of dialogue, and descriptions of physical 
settings.  Reflective notes included the researcher’s personal thoughts about what was 
being observed.   Notes taken during observations were edited and corrected immediately 
after each observation.  Notes were then dictated and recorded digitally, and later saved 
in an Mp3 format, uploaded, and stored in an external hard drive. 
Document Review 
Existing data gathered for this study came from both departmental documents and 
archival sources.  Much of the material examined was primarily stored in the Spelman 
College Music Department and Spelman College Archives.  Supplemental materials were 
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also gathered at the Atlanta University Center Library Archives and the Atlanta 
University Special Collections Department.  Primary sources included, but were not 
limited to, college bulletins, president’s reports, course syllabi, concert programs, 
students’ records, The Spelman Messenger, music department handbooks, music 
department meeting minutes, and audio recordings.  Secondary sources included books, 
reviews, local newspaper articles, and journal articles.  Videotapes, photographs, and 
personal letters were catalogued to provide a “supportive background that gave the reader 
a contextual understanding of the researcher’s analyses and interpretations” (Erlandson, 
Harris, Skipper, & Allen, 1993).  As documented information was gathered, materials 
were recorded and catalogued by source location, author of data, and date of source. 
Applications of Feminist Pedagogy to the College Music Major Curriculum 
 The current research used the four principles of feminist pedagogy (diversity, 
opportunity for all voices, shared responsibility, and orientation to action) as a theoretical 
framework to understand how a single-sex institution utilizes feminist pedagogy 
approaches in the structure and delivery of its music program.  More specifically, this 
research used Coeyman’s (1996) four principles of feminist pedagogy for women’s 
studies in music and the general music major curriculum to shape data in order to 
examine how feminist pedagogy is incorporated into the college music program at a 
historically Black college for women. 
 Feminist pedagogy is highlighted in this case study particularly because it shows 
the adaptability of this methodology to many of the current music subject areas, as well 
as the diversified context of our current student population.  Because content can hardly 
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exist independently without the process of our teaching methodologies, this framework is 
designed to examine not only what we teach, but also, who and how we teach. 
 Diversity 
 Diversity is the most powerful characteristic of feminist pedagogy because it 
recognizes and fosters difference in subject matter, learning styles, lifestyles, and cultural 
backgrounds of teachers and students (Bell, 1993). Diversity also acts as the driving force 
to current curriculum expansion.  Repertoire and course content can be diversified by 
including music by women composers or activities of women musicians in courses, 
lessons, and rehearsals. In addition, teaching situations in which women's content truly is 
not applicable could be used to generate discussion about gender's role in that particular 
area of music.  
Opportunities for all Voices  
 Feminist pedagogy is committed to supporting operating environments that 
provide opportunities for all voices to speak and to be listened to. In a feminist 
environment we not only listen to those who come forward to speak, but we provide 
optimum opportunity for speaking and listening on the part of all, particularly those less 
accustomed to exercising their voices (Coeyman, 1996). An important impact on women 
students is the opportunity to operate in an environment which values and validates their 
experiences as women in relation to subject matter. The principle of "all voices" can be 
implemented in a variety of venues.  Larger classroom sizes, such as general music 
appreciation courses, can be restructured into small-group interactive sessions, team 
	  	   90 
research projects and presentations, and peer evaluations, with the instructor playing an 
active role in monitoring and equalizing participation.  Applied instruction can also be 
organized in similar fashion.   Master classes can be structured in which students observe 
and also teach or coach one another. Large ensembles can also invest in varied rehearsal 
formats where students may be given responsibility for a portion of a sectional or a full 
rehearsal on some sort of rotational basis. 
Shared Responsibility  
 Mutual or shared responsibility helps promote opportunities for all voices. 
Feminist pedagogy develops structures that are based on the collaboration of all, not the 
domination of a few, and particularly not the absolute domination of the instructor.  
However, the principle of shared responsibility is one of the harder principles to promote 
in music programs since the process of professional development as a musician often 
includes internal focus on the self, rather than outward responsibility to a system 
(Coeyman, 1996).  Personalizing interaction between instructors and students as often as 
possible, and assigning various practical tasks to students are two ways of promoting 
shared responsibilities. For the instructor, shared responsibility includes her/his 
commitment to getting the job done, no matter what the circumstances of the instructional 
setting. On a practical level, a committed feminist pedagogue sees to it that pedagogical 
goals will be met no matter what, which may involve scheduling appropriate rooms for 
specialized activities, personally moving furniture and equipment, or finding alternate 
ways of getting the class objectives successfully accomplished (Woodbridge, 1994). The 
physical layout of a traditional rehearsal room is often reflected as a site of power, 
	  	   91 
privilege, and hierarchy.  By changing the physical layout of the classroom, students are 
treated as participants in the learning process, and not spectators or receptacles.    
Orientation to Action 
 Finally, feminist pedagogy promotes learning by doing. To that end, the feminist 
educator recognizes that education should consist of both a body of knowledge and skills 
to implement that knowledge, which obviously is crucial in the performing arts 
(Coeyman, 1996). The feminist educator advances projects and activities that reinforce 
application as well as theory (Deats, 1994). For example, women's studies classes can 
include activities that model practical ways for women to recognize impediments to 
professional advancement because of gender, and means for overcoming such 
impediments. All music students can benefit from classes that demonstrate extra-musical 
skills, such as in computer software and technology, or publicity and promotion, which 
can significantly enhance their professional profiles (Coeyman, 1996). 
Data Analysis 
 Data collection and data analysis must be a simultaneous and iterative process in 
qualitative research (Merriam, 1988).  For the current study interview transcripts, notes 
from observations, and existing documents were analyzed on an ongoing basis 
throughout the implementation of the study.  Cross-referencing notes from classroom 
observations along with interview transcripts and documentation were placed 
chronologically and analyzed for content and validity, and triangulated for accuracy.  
Triangulation involves the convergence and corroboration of results from different 
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methods studying the same phenomenon (Johnson & Christensen, 2010).  The researcher 
caught the convergence and corroboration from interviews with faculty and students, 
observations from classroom environments, and course objectives listed in syllabi and 
department handbooks.   
 Participant feedback from interviews as well as peer-review procedures were 
utilized to identify consistency in the interpretation of participants’ viewpoints and to 
identify any problems in the final report (Johnson & Christensen, 2010).  Interview 
transcripts were provided to participants for member checks, allowing for feedback and 
possible revisions to ensure data reflected the original intent of each participant. During 
follow-up interviews, participants were asked to authenticate the accuracy of the 
transcriptions of interviews, and to verify the adequacy of the interpretations of the data.   
Using Coeyman’s (1996) four principles of feminist pedagogy in music 
education, this study used aspects of content, context, and pedagogy as an a priori coding 
system for data, allowing for possible emergent codes and sub-codes.  According to 
Patton (2003), developing a manageable coding scheme is the first step of content 
analysis. He suggests that content analysis includes identifying, coding, categorizing, 
classifying, and labeling the main patterns in data.  A coding scheme helps organize the 
data into categories and themes.  Coding also builds a foundation to extract meaning from 
the data, formulate comparisons, and help draw conclusions (Merriam, 1998; Patton, 
2003).    
Once themes were pulled from data, thick descriptions of themes were used to 
make sense of the case study (Glesne, 2010).  Themes were used to contextualize the 
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larger implications associated with the use of feminist pedagogy in the music program at 
Spelman College.  Themes were further used to understand the content, context, and 
pedagogical approach as informed by Coeyman’s (1996) principals of feminist pedagogy 
in the music pedagogy for women’s studies in music and the general music major 
curriculum.  The use of these strategies enhanced the accuracy of all the findings, as well 
as the validity of the results. 
Researcher Positionality 
 As a Spelman alumna and current music faculty, contributions to this research are 
shaped by personal experiences.  From August 1993 to May 1997, I was a music major at 
Spelman College, and most recently (2002-present), I have served on the music faculty 
teaching various courses from Class Piano to Survey of African-American Music.  
Although my current position can be useful and positive, making access to archival data 
as well as conducting interviews and scheduling interviews easily accessible, I also 
believe this context and role will enhance my awareness, knowledge, and sensitivity to 
the challenges and issues of the study and will assist me in working with the participants 
of the study (Crabtree & Miller, 1999).  
 Due to my personal experiences and my close connection to the research setting, I 
bring a certain bias to this “backyard” research (Glesne & Peshkin, 1992).  In order to 
prevent biased and inaccurate results, reflexivity was employed as a strategy of validity.  
When reflexivity is employed, the researcher actively engages in critical self-reflection 
about his or her potential biases and predispositions (Johnson & Christensen, 2010). 
Using this strategy allowed me to become more self-aware of my position in this research 
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and helped control biases. 
 Using qualitative data, this intrinsic case study examines the use of feminist 
pedagogy in the undergraduate music department at Spelman College, a historically 
Black college for women. The research design demonstrates how data collection drew 
upon observations of class interactions, interviews with music instructors and students, 
and document analysis from the college’s and music department’s archival resources. 
Using Coeyman’s (1996) applications of feminist pedagogy for women’s studies in music 
and the general music major curriculum, matters of content, context, and pedagogy 
within the music department at Spelman College emerged.  Thus, the study provides 
insight into how teaching and learning involves institutionalized structure and delivery 
combined with individual experiences.  
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CHAPTER FIVE – RESEARCH FINDINGS 
“I am a Woman. Phenomenally.  Phenomenal Woman, that’s me.” 
– Maya Angelou 
 The case study, “A Matter of Race and Gender: An Examination of An 
Undergraduate Music Program through the Lens of Feminist Pedagogy and Black 
Feminist Pedagogy,” examines ways in which principles of feminist pedagogy and Black 
feminist pedagogy are integrated into an undergraduate music program at Spelman 
College.  To provide insight into this phenomena, this chapter presents research findings 
related to two themes: (1) curricula and course design, and (2) historical and socio-
cultural influences.  These two themes provide the framework to address the following 
secondary research questions: 
• In what ways do music course curricula reflect principles of feminist pedagogy 
and Black feminist pedagogy?  
• How are undergraduate music students, particularly African-American females, 
influenced by the feminist pedagogical approach to teaching and learning music?   
Each theme offers insight into the macro- and micro-level dynamics of content and 
context in the undergraduate music program at a historically Black college for women.  
From a macro level, institutional dynamics such as historical and contextual influences 
on departmental and course curricula are considered. At a micro level, issues related to 
the contextual make-up of students and teachers response to this phenomenon are 
explored. 
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Curriculum and Course Design  
 The first emerging theme, Curriculum and Course Design reveals how principles 
of feminist and Black feminist pedagogy are promoted within the Spelman College music 
department’s curriculum, and more specifically, how they are integrated and 
demonstrated in the design of each course presented in this study. Data show significant 
evidence of the implementation of feminist pedagogy and Black feminist pedagogy in the 
structure of the music department’s curriculum and courses examined for this study.  
These findings provide responses to the secondary research question regarding ways 
music curricula reflect principles of feminist pedagogy and Black feminist pedagogy. 
Departmental Curriculum 
 The objectives of the music department at Spelman College adhere to the primary 
goal the college has set for all academic programs, which is to teach the knowledge, 
skills, and abilities that freethinking women of color should possess.  This includes 
emphasizing critical thinking, analytical and problem solving skills, and becoming 
intellectually engaged in local and global community issues (Spelman College Student 
Handbook, 2012).  As part of its curriculum goals, the music department offers “a varied 
curricula to meet the diverse needs and interests of students in today’s society” (Spelman 
College Music Department Handbook, 2013).  This “varied curriculum” consists of 
courses that specifically incorporate issues of race, gender, and class within the 
undergraduate music curriculum.  Some of the classes include Women in Music, Survey 
of African-American Music, Special Topics of Music History (which usually addresses 
topics of race, gender, and class), and Writing About the Arts.  These courses are 
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designed and incorporated into the music curriculum to offer music majors and minors, as 
well as general college students, an array of possibilities to satisfy core requirements 
required through the college curriculum. 
 The music department’s curriculum also includes additional requirements for 
music majors and minors.  In addition to fulfilling course requirements, music students 
are also required to attend Music Seminar.  Music Seminar is a weekly meeting of all 
music majors and minors for the purpose of student recitals (matinees), seminars, 
workshops, special lectures, and guest recitals.  Most seminars, workshops, and special 
lectures are often led by leading females at the top of their music fields.  As part of their 
presentations, guest lecturers and artists, who are often times African-America females, 
engage music students in in-depth discussions regarding issues such as race and gender as 
it relates to the lecturers’ own personal experiences within the music profession, as well 
as how these issues may effect the students’ own lives and careers. These discussions are 
often carried out in an intimate environment where students can freely interact with 
lecturers and guest artists.  This type of interaction not only expands the student’s 
understanding of women’s position in the various fields of music, but it also raises the 
consciousness of the students’ understanding of how race and gender and other modes of 
oppression can impact their lives as Black, female musicians.  By engaging in in-depth 
discussions with lecturers and guest artists who look like them and share similar 
experiences, students are equipped with ways of overcoming such areas of oppression as 
they embark on their own careers in the field of music.  
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Applications of Coeyman’s Feminist Pedagogy 
 Diversity.  One way music faculty incorporate principles of feminist pedagogy 
within course design is by diversifying subject matter within the course.  Diversity, one 
of the four principles of feminist pedagogy for the music curriculum, is perhaps one of 
the easiest principles to implement within a course design.  Diversifying content can be 
accomplished by either designing special topics within a course that specifically address 
gender issues, or by incorporating subject matter about women within lessons and 
activities.  One faculty participant asserts the following viewpoint concerning how she 
diversifies content for her course: 
I don’t necessarily design activities specifically about women, but I do try to 
diversify the content in my class by looking at various issues concerning gender 
and class.  For instance, when we’re discussing the music of Robert Schumann, I 
also included music by his wife, Clara Schumann.  Instead of just saying, ‘Hey, 
this is Clara, she’s Robert’s wife, and this is what she did.  I present topics that 
ignite some kind of spark for discussion.  In this case, we talk about how women 
musicians take the back seat while their husbands pursue their careers.   Although 
there may be a disconnect with that type of music for some of them, they become 
interested in the topic based upon the other issues we discuss (Professor Boyce, 
personal communication, November 14, 2013). 
Professor Boyce offers one example of a teaching situation in which topics of gendered 
roles can be generated within classroom discussions where the main subject is not 
feminist based.  It also implies alternate ways instructors integrate women and other 
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gendered topics into mainstream course material, through assimilation, and not as a 
separate focus.   
 Performance ensembles, such as the Spelman College Glee Club, can implement 
principles of feminist pedagogy within its course design by expanding and diversifying 
the traditional canon of standard choral repertoire.  Founded in 1925, the Spelman 
College Glee Club was developed as a result of the college founders’ desire to give Black 
women a curriculum that ensured a more “well-rounded” educational experience.  By 
developing performing ensembles such as the Spelman College Glee Club, Spelman 
College broadened the traditional definitions of educating Black women in the United 
States in the early 1900s from that of a primarily industrial vocational education, to that 
of a classical education, which included the fine and performing arts. 
 Although maintaining the title “glee club”, the Spelman College Glee Club defies 
the traditional concept of glee clubs in the United States.  The Spelman College Glee 
Club exemplifies the Black feminists’ principle of creating self-definitions by re-defining 
the look and sound of traditional glee clubs in the United States, which historically 
consisted of White, male voices who specialized in singing short songs, or glees. The 
Spelman College Glee Club, whose members are primarily women of color, has a diverse 
repertoire that consists of standard choral literature for women’s voices, with special 
emphasis on traditional spirituals, music by African-American composers, and music by 
women composers (Spelman College Glee Club Handbook, 2013–2014). Not only do 
members of the Glee Club perform music by various women composers, but student 
members are also encouraged to compose music for the Glee Club to perform during 
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special events.  In fact, compositions by former students of the Glee Club have become a 
part of the ensemble’s standard performance repertoire. 
 Opportunity for all voices.  Observations of classroom interactions revealed 
implementation of other principles of feminist pedagogy, such as opportunities for all 
voices.  Professor Boyce designed her course Music History and Appreciation by 
integrating various student-centered activities with the goal of raising student’s 
consciousness about issues related to music preferences.  Many of these activities 
involved in-depth discussions in which students were given the opportunity to share their 
beliefs and personal experiences concerning issues related to race and gender in music.  
The theory of giving students the opportunity to have their voices welcomed and heard 
translates into the classroom practice that recognizes personal experiences as a legitimate 
form of knowledge. This pedagogical strategy is rooted in the assumption that we all 
bring to the classroom experiential knowledge, and that this knowledge can indeed 
enhance our learning experience.  In fact, following many of the classroom activities, 
students voiced how their individual prejudices and preconceptions regarding music, 
particularly as it relates to race and gender, changed after hearing the personal 
experiences of their classmates.   
 Because the physical environment of the classroom can subvert attempts to 
incorporate the feminist principles of teaching, such as promoting opportunities for all 
voices (Anderson, 2001), instructors find themselves redesigning fixed seating 
arrangements which often presents constraints for feminist environments.  During several 
classroom observations, Professor Boyce invited students to change the traditional 
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seating format of the classroom, which also doubles as a rehearsal room, into an intimate 
semi-circle where the instructor and students could easily see each other’s faces at a 
glance.  Compared to other class observations in which the classroom seating remained in 
fixed arrangements, students who were usually uninvolved asked more questions in the 
intimate classroom setting, and more students were engaged in in-depth, critical 
discussions by sharing their personal experiences.  
 One interesting activity observed for this particular course was the “Guess the 
Music Genre” game. A sign indicating a specific genre (e.g., classical, jazz, hip-hop, 
country, rock) was placed on the backs of five selected students without them actually 
seeing their genre.  The selected students stood with their backs to the rest of the class, 
who gave clues to help the selected students guess their musical genre. This activity not 
only reinforced previous content learned within the course (e.g., music elements, 
characteristics of genres, etc.), but it also opened deeper discussions pertaining to issues 
of racial and cultural generalization and stereotypes of music.  Professor Boyce facilitated 
a class discussion in which students were asked to analyze data about music fans by 
comparing the statistics to the fans’ personal profiles.  From those results, the instructor 
individually asked students to examine the profiles and share their views of the presence 
of racial profiling in certain musical genres. Professor Boyce assisted students by offering 
them various expressions they could use to describe the musical genre such as, “What 
does it look like?  What does it taste like? Where does this genre live?”  The focus of this 
activity served to highlight the danger of generalizing and stereotyping music when it 
comes to various cultures and ethnic groups.  This classroom experience reflected aims of 
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feminist pedagogy by opening up students for important discussions of race, ethnicity, 
gender, class, among others, in terms of making assumptions and stereotyping others 
(Akyea & Sandoval, 2004). 
 At the end of the activity, Professor Boyce asked students to comment on the 
clues that were given during this activity. The principle opportunities for all voices was 
seen in action as students voiced their personal experiences of being stereotyped because 
of the types of music they enjoyed. The instructor facilitated the inclusion of all students 
by selecting each student and asking them to describe their experience in two to three 
words. No individual student was allowed to take entire discussion times.  The instructor 
managed this by asking to hear from other students who had not given input during the 
activity. By doing this, every student was able to share her experience with the rest of the 
class.  Some student participants became outspoken about their personal views relating to 
classicism and cultural biasness as it relates to music. Although there was intense 
disagreement with some of the comments, fellow students seemed to respect the views of 
their classmates and even began to reconsider their previous thoughts and beliefs 
concerning certain styles of music.  Moreover, students became enlightened of the 
importance of expanding their listening pallet to include music of all genres. 
 Shared responsibility. Shared responsibility is the principle that involves 
consistent collaboration between student and instructor.   Of the four courses observed for 
this study, the Glee Club exemplifies characteristics most aligned with shared 
responsibility.  Although listed in the college catalogue as a music course, Glee Club is a 
performance-based ensemble, and is the primary performance organization of Spelman 
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College.  One of the appealing factors of this course is that the instructor/conductor 
designed the courses in which classroom responsibility is shared with Glee Club student 
members.  Assigning various practical tasks to students is an example of promoting 
shared responsibility.  In addition to the role of the instructor/conductor, there is an 
Executive Board that includes a student director, president, secretary, tour manager, 
librarian, publicity, and a wardrobe mistress.  Their responsibilities include, but are not 
limited to, coordinating community service activities, providing announcements and 
other correspondents to Glee Club members, maintaining financial records of Glee Club 
music sales and paraphernalia, assisting with Freshmen Orientation and other College 
recruitment events, devising performance layouts at concert venues.  In addition to the 
Executive Board student positions, section leaders are also appointed and given the 
responsibility of conducting rehearsals outside regularly scheduled class time, leading 
sectionals, and giving input on repertoire selections.   
 The principle of shared responsibility is usually one of the most challenging 
principles to promote because it can often lead to the instructor “getting off the hook” 
and/or “dumping” responsibility onto the students.  However, the Glee Club incorporates 
this principle with little difficulty.  Although the Executive Board is comprised of student 
members of the Glee Club, the instructor/conductor periodically sits in on meetings and 
offers insight regarding various events and performances. During break-out rehearsal 
sectionals, the instructor/conductor was observed rotating to various section rehearsals 
assisting the student section leaders as they needed him.  As seen in these examples, 
shared responsibility actually demands much greater initiative and energy from the 
	  	   104 
instructor than do most traditional hierarchical instructional setting (Coeyman, 1996).  A 
committed feminist pedagogue understands these demands, but still sees to it that 
instructional goals are met (Coeyman, 1996).  This can often be achieved when 
instructors share the instructional responsibilities with their students.   
 The course, Special Topics: The Emerging Phenomenon of African-American 
Women in Popular Music, also incorporates the principle of shared responsibility.  
During several classroom observations, students were not merely engaging in “civil 
participation”:  that is, showing up to class appearing attentive without risking too much 
involvement (Fritschner, 2000).  Instead, active participation was observed as students 
shared their knowledge and insights and assumed leadership roles by shaping classroom 
assignments and activities.  Because the Special Topics course is designed at a higher end 
of participatory continuum (Chow et al., 2003), students have increased opportunities to 
shape the focus of the class, including its content, design, and presentation of materials.   
  Professor Rogers designed the Special Topics course where students would 
become collaborators in the instructional and learning process by leading class sessions 
with effective dialogue regarding issues concerning music, race, and gender from 
assigned readings (Special Topic Syllabus, Fall 2013).  Thus, instead of the instructor 
coming to class with a list of prescribed questions and discussion topics, students are 
required to complete assigned readings and come to class with higher-level thinking 
questions that emerged through their readings.  The questions that arose within the 
discussions encouraged the students to develop a critical awareness concerning problems 
of power and oppression within popular music throughout history.  Some of the questions 
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that students offered for class discussion consisted of “How has [sic] Black females in 
popular music evolved since the days of Bessie Smith?” and “How does one’s class affect 
the way Black women are viewed in popular music?” By implementing this practice in 
his class, the instructor de-centers the classroom, allowing students to become 
collaborators of both the teaching and learning process. According to Professor Rogers 
(personal communication, December 3 2013), “I have seen my students think more 
critically and creatively by making up their own questions for discussion.”  While 
discussions are typically a part of effective classroom instruction, what is unique about 
this type of instruction is the depth in complexity that is generated from the ability of 
instructors to create opportunities for students to utilize their natural curiosity to gain 
knowledge opposed to the indoctrination of predetermined viewpoints.   
 Orientation to action. The principle orientation to action promotes learning by 
doing.  This principle is particularly exemplified in the course, Writing About the Arts.  
This course is only offered during the fall semester and is tailored towards students who 
have an interest in pursuing professions in the arts as writers and critics.  Dr. Leonard, 
who is also an author of many published works, purposely designed this course as a 
“workshop in arts criticism and analysis that emphasizes personal experiences and 
creative presentations” (Writing About the Arts Course Syllabus, 2013).  One of the 
course requirements includes attending musical performances, exhibitions, and arts 
events.   Other course activities include participating in a student directed Class Blog that 
serves as a staging area for students’ work and for open discussion about arts events, 
assignments, and other students’ writings.   
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 The objectives for the course, Writing About the Arts, focus on enabling students 
to discover and shape their writing voices.  As a result, students learn how to become 
critical thinkers by developing insights into their own identity as writers and arts 
consumers.  This is promoted through writing critical essays on certain aspects of the arts, 
writing investigative arts profiles of an individual or organization, and writing analytical 
responses to short video features.  The instructional setting for this course varied from 
lecture-based class sessions to individual assistance or group consultations called 
Reading Circles.  One student shared her thoughts about the format of class sessions, 
particularly the Reading Circle: 
A Reading Circle is basically getting two or three students, and you go around 
and critique.  You go line to line in a paper and critique each other's paper. We 
evaluate each other, instead of Dr. Leonard doing it all the time.  And then, when 
the whole class gets together, we look at a more general sense of somebody's 
paper, and Dr. Leonard kinda leads with his guidance on whatever we’re talking 
about. It really helps. (Jessica, personal communication, November 15, 2013) 
Another student also provided the following response: 
I like the fact that our instructor gives us the option of whether we would like a 
lecture format or a Reading Circle.   I really enjoy the Reading Circles more 
because it is heavy with discussion.  We go back and forth about each other’s 
writings. We especially ask each other questions about gender and race in our 
writings. You know, we say ‘this is how the article is saying about let’s say Black 
women, but what is your take on it and how would you work that out in going 
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forth’.  We go through each of our writings line per line, and our instructor helps 
by guiding us with this. (Lauren, personal communication, November 15, 2013) 
Although journaling can require high levels of critical thinking and is useful in many 
circumstances, it sometimes becomes a little more than daily logs.  Feminist teachers 
should provide constructive critique of students’ writings to prevent the writing from 
becoming casual journaling (Akyea and Sandoval 2004). 
 Course curricula designed using principles of feminist pedagogy offer a variety of 
teaching formats, such as the Reading Circle mentioned above.  The idea of facilitating 
class instruction using instructor “guidance” rather than instructor “dominance” promotes 
a democratized learning environment.  As a result, students become more actively 
involved in subject matter, which consequently facilitates critical thinking (Garside, 
1996).  This particular teaching setting of “guiding” students challenges the traditional 
patriarchal structure of lecturing and giving total control to the instructor. Instead, 
democratic learning takes place based upon collaboration among students and instructor.   
Courses designed using student-centered pedagogies, such as feminist pedagogy, produce 
positive learning results for both the instructor and the student. Dr. Leonard explains how 
these results are reflected in his course:  
Reading Circles have really helped establish a good rapport between me and my 
students.  I also think that has helped how they respond to various assignments. 
I’ve seen my students’ writing become more critical regarding topics raised in 
class (e.g., the definition of Black beauty).  After being involved in a couple of 
Reading Circles, my students ask more questions.  They challenge popular social 
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constructs by creating new normatives, their own truths gathered from their own 
experiences. It’s really fulfilling to experience this taking place. (Dr. Leonard, 
personal communication, November 22, 2013) 
As verified by the instructor for this course, there is an increased respect for the 
instructor, and students become mature learners, and develop better critical thinking skills 
and broader understandings of truths (Chapman, 1997; Haggis, 2006; Mascolo, 2009). 
Applications of Black Feminist Pedagogy to Content 
 The historical and cultural experiences of Black women must be understood to 
successfully implement the principles of Black feminist pedagogy within a music course.  
Only one course appears to be intentionally and specifically designed to integrate 
principles of Black feminist pedagogy - Special Topics: The Emerging Phenomenon of 
African-American Women in Popular Music. The syllabus reveals how the course is 
designed to create self-definitions, address interlocking structures of oppression, and 
utilize academic intellect as a form of activism.  The course is described as “a historical 
overview of African-American Women’s emerging voice within popular music, and the 
political and economic struggles that gave birth to the music they performed” (Special 
Topics Syllabus, 2013).  
 The aim of the Special Topics course is to encourage students to recognize not 
only the musical, but also the social, political, and cultural experiences contributed by 
African-American women.  Through the components of research, deep listening, visuals, 
study and discussions, students are to “examine the symbolic representations related to 
the music of African-American women as conceived by the bearers of social and cultural 
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traditions.”  This approach is achieved by investigating particular topics such as, 
Ideology, Sexuality and Domesticity of Black Women in Song, Bessie Smith, Ma Rainey, 
and the Politics of Blues Protest, The Social & Political Consciousness of Jazz Women, 
Sexuality of Black Women During the Turn of the Century vs. Now.  The faculty 
participant for this course provides insight into why he designs the course in this manner:  
You know, in my music class, what was really interesting is that I would have the 
students not just focus on the popular women, but also, what was their political 
stance.  You know, what did they do outside of their music?  How did they 
represent Black women? Black people in general for that matter. And I would ask 
my students, “How would you take a stand? What would you do if you were in 
their shoes?” You know, I ask them, “How deep is your commitment to the rights 
of those who are oppressed?”  That’s what I want them to think about. Let’s move 
beyond, this is Nina Simone, and she sung XYZ.  Let’s discuss her life of 
activism. Let’s discuss your role as activists, and what that looks like. (Professor 
Rogers, personal communication, December 3, 2013) 
Feminist pedagogy is based on assumptions of the power of raising one’s consciousness.  
The above comment by the faculty participant suggests how intentionally constructing 
courses that include conscious-raising issues of gender and race helps promote the ideals 
of feminist pedagogy and Black feminist pedagogy.  By addressing these issues, a more 
multifaceted teaching and learning experience is developed and explored. 
 Whereas the above faculty participant admits to intentionally designing his course 
to reflect the principles of feminist pedagogy and Black feminist pedagogy, other faculty 
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participants acknowledge that they do not consciously construct their courses to include 
principles of Black feminist pedagogy.  Nevertheless, data revealed how subject matter 
concerning gender, race and class emerge within class settings and other activities.  One 
faculty participant asserts: 
I don’t specifically design my course using principles of Black feminist pedagogy.  
I just sort of want those principles to emerge on their own.  I mean, we talk about 
issues of gender and race, and even class issues.  But I didn’t think about 
addressing these issues when I was designing this course.  But again, those 
subjects tend to arise on their own.  I also try to incorporate issues related to 
Black women whenever I can. (Professor Boyce, November 14, 2013) 
Another faculty participant explains how he integrates principles of Black feminist 
pedagogy within his course design: 
So, I decided to assign a writing assignment where the class had to analyze visual 
art. They had to choose three pieces, right, and they have to describe, they have to 
talk about the message, because the whole idea in a show like that and with a lot 
of contemporary visual art is that this one person wants to shake your cage.  And 
so this student decided to go to the art exhibit “Posing Beauty”.  She was dealing 
with hair, you know, black hair, good hair, bad hair, what am I doing with my 
hair.  And she was telling me about how there was the piece of art with the combs 
coming out the afro. Great stuff!  So, what I try and do when they bring that is, 
you can try to push them or pull them into another level of questioning it. So, 
what this one student has done, she had looked at, there's a picture over there, of a 
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young woman with an almost shaved head, and she's got suspenders and a torn tee 
shirt and a pair of dungarees, and it's just terrific, cause it just looks, it's just 
confrontational, right. So, the students said well, even though this woman has no 
hair, she is beautiful, and I was like, ok. So I asked her to really deal with the 
issue of defining Black beauty.  So she came back with it, and she had dealt with 
it.  She said, even though this person is dressed in this mannish outfit, she's still 
beautiful. I was like – yes! Okay, now you may not realize it, but you're setting up 
a normative. She got it! She said, yeah, though this is not normal beauty, I find it 
beautiful - it's acceptable. (Dr. Leonard, personal communication, November 22, 
2013) 
As seen by the above examples, content and subject matter relating to the principles of 
Black feminist pedagogy are culturally relevant phenomena used by faculty participants 
to design their courses or activities to reflect Black feminist pedagogy principles. 
Implications associated with culturally relevant phenomena are inclusive of race, gender, 
class, and sexuality. Through a combination of teaching methods, the integration of what 
is learned from culturally relevant phenomena as juxtaposed with theory applications, and 
student engagement, feminist classroom, particularly a Black feminist classroom, 
emerges into a holistic learning environment (Seymour, 2007). 
Historical and Socio-cultural Influences 
 The second emerging theme, Historical and Socio-cultural Influences, reveals 
how implementing principles of feminist pedagogy and Black feminist pedagogy in 
undergraduate music courses is highly influenced by historical and socio-cultural 
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dynamics of the college environment and student population. The institution’s mission 
and its environment were both considered as influential components in examining how 
feminist pedagogy and Black feminist pedagogy is utilized in undergraduate music 
courses. In addition, integrated influences of race and gender were also viewed as viable 
impacts of how feminist pedagogy and Black feminist pedagogy are demonstrated in 
undergraduate music courses. Data reveal how these influences, not only serve as the 
contextual framework for this study, but also serve as explanations as to how interlocking 
oppressors of race and gender influence teaching and learning environments.  The results 
provide responses to the secondary research question describing ways undergraduate 
music students, particularly African-American females, are influenced by feminist 
pedagogy and Black feminist pedagogy.  
Institutional Mission and Goals 
 The institutional mission of Spelman College has direct links to the institutional 
environment and the teaching and learning process of its students.   Spelman College 
serves as a learning environment where women of color, who are often marginalized in 
mainstream education, can express their social and cultural heritage as part of their 
college experience. This environment is primarily liberating for young African-American 
women who are traditionally subjected to racial and gender oppression in mainstream 
society.  Spelman College aims to provide both a culturally and gender based education 
to meet the pedagogical needs of its students by offering an array of courses that, 
collectively, help students develop their rhetorical skills, their awareness of social 
processes, and a vision of themselves as social change agents (Jordan, 2011). 
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 The overall mission of Spelman College has roots grounded in the principles of 
feminist pedagogy and Black feminist pedagogy:  
Spelman College, a historically Black college and global leader in the education 
of women of African descent, is dedicated to academic excellence in the liberal 
arts and science, and the intellectual, creative, ethical and leadership development 
of its students. Spelman empowers the whole person to engage the many cultures 
of the world and inspires a commitment to positive social change. (Spelman 
College Student Handbook, 2012) 
Spelman College’s mission reflects the principles of feminist pedagogy, which addresses 
the need for social change and focuses on educating the oppressed through strategies for 
empowering the self, building community, and ultimately developing leadership (Sandell, 
1991).  Furthermore, their mission also emphasizes one of the main themes of Black 
feminist pedagogy – combining academic intellectual thought through political and social 
activism. Empowerment is an internal transformation as one’s value becomes predicated 
on and purposed for something greater than one’s self.  Such internal transformation 
results in activism, an external response to the internal transformation that takes place 
within the student. 
 The mission of Spelman College is upheld by ensuring the proper environment is 
provided for students to become empowered leaders. Spelman College prides itself in 
offering students a unique environment to become agents of social change.  This study, 
however, encourages administration, faculty, and students to consider the complexity of 
an institutional context for delivering a curriculum geared toward race- and gender-based 
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concepts.  While these concepts are important, Spelman College, as an American 
institution of higher education, is still required to offer an education that is inclusive of 
collective, pluralistic interest.  Notwithstanding, according to the Statement of Purpose: 
Spelman seeks to empower the total person. Students are encouraged to think 
critically and creatively and to improve their communicative, quantitative, and 
technological skills.   The College provides an environment that enables self-
confidence, cultural enrichment, and spiritual well being. This environment 
attempts to instill in students an appreciation for the many cultures of the world, a 
willingness to serve the community, and a sense of responsibility for bringing 
about positive social change (Spelman College Student Handbook, 2012).  
 The purpose, which reflects the goals of both feminist pedagogy and Black 
feminist pedagogy, is strongly emphasized to all students, particularly as students begin 
their academic journey at Spelman College.  First-year students are required to attend a 
week-long orientation in which they participate in various activities that promote 
intellectual and personal development (e.g., critical and creative thinking skills, self-
confidence, community service, etc.).  During this time, first-year students gather an in-
depth understanding of the purpose as well as the college’s institutional goals, which 
consists of demonstrating a knowledge of those issues that have particular significance to 
Black women and demonstrating a willingness to serve the community and a 
commitment to bring about positive social change.   
 After becoming “oriented” with the purpose, mission, and goals of the institution, 
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first-year students are required to complete the First-Year Experience Seminar13 (FYE).  
FYE is a two-semester general education requirement that “exposes students to the tenets 
of academic excellence, leadership, and service, which are the cornerstones of Spelman 
College” (FYE Syllabus, 2013).   This required “course” involves seminar activities, 
class discussions, community service projects, writing reflective essays about their 
community service experiences, and a writing portfolio that “encourages students to think 
critically about when and where they enter as ethical leaders and agents of social change” 
(FYE Syllabus, 2013). The community service and reflection essays about the 
community service are repeated the following year during the Sophomore Experience 
Seminar.  By requiring students to participate in service opportunities, the college hopes 
that students would eventually see themselves as women who can promote social change 
and activism through their life-long involvement with local and global communities.   
 In addition to FYE requirements, Spelman College has established other programs 
to foster leadership development amongst their students.  One such program is LEADS.  
LEADS is an acronym that stands for leadership, economic empowerment, arts advocacy, 
dialogue across differences, and service learning.  The ultimate goal for LEADS is for 
students to develop the skills needed to become authentic, ethical leaders both nationally 
and globally through its leadership-specific programs (“Student Life: LEADS at 
Spelman,” 2015).  Such programs give Spelman students the opportunity to participate in 
peer-led dialogue groups conducted over the course of a semester, focusing on important 
social issues related to socioeconomic status, religious identity, sexual orientation, and 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 At Spelman College, the label “freshmen orientation” is considered a sexist term.  The college 
prefers a more gendered-inclusive term such as “first-year experience.” 
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gender (Tatum, 2005).  This experience is not only an effective leadership tool for the 
students, but it is also a powerful learning experience for all participants.  
 Spelman College has initiated other efforts to ensure its students are equipped 
with the necessary tools to become critical thinkers and to raise their consciousness 
towards issues particularly related to women, more specifically, women of color. One 
such initiative is the Free Thinking Woman (FTW), which has been developed to serve as 
a foundational experience for Spelman women, and to affirm the institution’s 
commitment to intellectual engagement, inquiry, and rigor. (Spelman College, Free 
Thinking Women, 2013). One student participant shares her perception of this 
intellectual, rigorous environment: 
One thing about before I came to Spelman is I already expected the teachers to be 
hard on us, and not keep us all at one level. I think the teachers are like this 
because they’re [society] is gonna be hard on us [Black women] when we go out 
into the world, so, it's like there's no room for lacking. (Shanae, personal 
communication, November 15, 2013)  
The student’s statement mirrors the ideals of feminist pedagogy, which is to empower 
students to recognize oppressive practices such as sexism, racism and other oppressive 
forces they may encounter in everyday life.  Once students recognize these forms of 
oppression, it is hoped that they will become agents of social change through life-long 
involvement with local and global communities. 
 Another component of the FTW initiative is to create and maintain a liberatory 
environment where students are encouraged to enjoy the “art of questioning” and to not 
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be afraid of asking big questions.  FTW is not restricted by artificial and socially 
constructed boundaries and barriers that separate knowledge from experience; not 
restricted by prejudices, narrow thinking; not dismissive of other ways of thinking and 
living.  As one student ascertains, “I feel like, instead of being assigned how I should feel 
about something, I was given a freedom to develop that on my own” (Brandy, personal 
communication, November 27, 2013). FTW is not intimidated by what others consider to 
be “fact” and is willing to even question what is defined as fact.  As Collins (2000) states, 
Black feminist pedagogy challenges what is considered “truth”, and they also question 
the process of how one arrives at the “truth”.  By breaking down restrictions of traditional 
learning situations, students are afforded an environment to freely explore their personal 
intellectual pursuits and take an active role in their learning experience.   
 For music students, the spirit of service and commitment to activism has 
resulted in partnerships with local communities and agencies to support music education 
to students at nearby churches and after-school programs. During one particular Music 
Seminar, a music student shared her experiences as a volunteer music tutor at a local 
elementary school.  Her duties consisted of assisting the music instructor with various in-
school activities (i.e., assemblies, school concerts, conducting rehearsals, etc.).  This 
student revealed that during her service as a volunteer, she began to recognize the 
elementary students’ acquisition of music skills were greatly influenced by socio-cultural 
and economic factors, like race and class.  As a result, the student organized an 
instrument drive in which she solicited slightly used instruments from various local music 
and arts organizations to donate to the children so they would have instruments on which 
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they could take music instruction, instruments that many of the parents could not afford.  
To this student, social change became achievable when she recognized a social dilemma 
and chose to act.   
 The actions exhibited by this student are an example of other major music 
programs that foster the incorporation of music instruction, service, and activism.  One 
such program is Baltimore Symphony’s OrchKids Program instituted by Maestra Marin 
Alsop.  OrchKids is a year-round music program designed to create social change for 
youth in Baltimore City neighborhoods.  Not only does OrchKids provide music 
instruction to youth, the program also provide instruments, academic instruction, meals, 
as well as performance and mentorship opportunities to its participants at no cost.  Just as 
the Spelman student recognized how social change could be ignited through music, 
Maestra Alsop’s priority has been to use music to position students for lifelong success, 
not just in music, but in all areas of their lives. 
 Another music student chose to use her composition skills to play her role in 
service and activism. Music major Sara Stephens, class of 2007, in collaboration with the 
Glee Club director, Dr. Kevin Johnson, composed and arranged the song “Choice to 
Change the World”14 to reflect Spelman’s goal of reminding students that attend Spelman 
to make the choice to become agents of change.  This stirring song has now become 
Spelman College’s musical mantra, sung at major events at the college such as Annual 
Founder’s Day celebrations and Commencement exercises, and many other occasions 
and events in which a platform of social change and activism is promoted.   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Spelman Glee Club Performs “Choice to Change the World”. 
https://www.youtube.com/watch?v=cxkiQCJBt9w  
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Figure 3: Chorus to “Choice to Change the World” 
Verse One: 
Why put off for tomorrow, what I can do today? 
Why wait for another, when I can pave the way? 
No matter how young or old, I hold the power of change. 
Rather large or small, few or all; My choice remains the same. 
Verse Two: 
Within this institution, we are women of change. 
The shoulders that we stand upon, never received applause or fame. 
But in their honor I will live each day better than before. 
And show just how it takes a choice to change yourself and so much more. 
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Bridge: 
The change begins today, with every choice that I make. 
Spelman, look around and see where the changes need to be. 
End poverty, fighting overseas; Another dies from a disease. 
End hypocrisy, starving on the streets, and no one does a single thing. 
As indicated in the lyrics written by Sara, this song is a call for Spelman students, and the 
broader community as well, to use their academic training to make an impact by 
promoting positive social change.  This change may begin with a single encounter, a 
community service experience, or other grassroots organization initiatives, but ultimately 
aims to impact underlying systematic structures of oppression such as poverty, wars, 
discrimination, and disease.   
Liberating Environment 
 The principles of feminist pedagogy are based upon the ideologies of Paulo Freire 
who advocated student’s active involvement in learning.15  Spelman’s mission, its 
purpose, along with initiatives such as Free Thinking Woman, jointly work together to 
produce an optimal learning environment for its students to freely take part in their 
learning process. One student participant discussed how this type of environment has 
impacted her progress at Spelman: 
It feels more free. Like I have more responsibility in my own education. So it 
pointed the finger back at me, cause I was now a part of it.  So I couldn't just say 
‘Oh, teacher, you didn't say this or that.’  So this place has definitely stretched me 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 See p. 64. 
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as a student to be more responsible. I just can't go to class and just receive.  I have 
to go to class and think about what can I give. (Tameka, personal communication, 
November 18, 2013)  
Faculty participants in this study also confirmed this sense of freedom:   
I feel more free in things that I can say, in things that I can teach here. You know,  
I could say things I mean, and you know, it was never, it was never about I had to 
hold back anything. You know, especially when you dealing with issues of race 
and gender, and even sexuality.  I feel like I can do that with my students. 
(Professor Jones, personal communication, December 3, 2013)   
This consciousness of “freedom” described by student participants is central to the 
liberatory aims of feminist pedagogy and Black feminist pedagogy.  Their freedom is a 
result of learning in an environment where they are free to engage and challenge each 
other with no limits or restraints. 
 According to Collins (2000), Black women are uniquely situated in a social 
system where two exceptionally powerful and prevalent systems of oppression come 
together: race and gender.  Consequently, the interlocking systems of race and gender 
play a critical role in the feminist pedagogical practices of teachers and students. Student 
participants share how they are more apt to engage in creative and critical learning when 
their learning environments reflect their personal experiences and efficacies.  
I expect my opinions to be respected, just as if it was from a male perspective. So 
coming to Spelman I expected that, as a woman going to class with other women, 
especially Black women, and it's more of an equal playing field of our opinions 
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being legitimate. (Brandy, personal communication, November 21, 2013) 
Feminist pedagogy is committed to supporting operating environments that provide 
opportunities for all voices to speak and to be heard, particularly those who are not 
accustomed to exercising their voices.  As a form of efficacy, students feel more 
comfortable and “legitimized” which gives voice to their ideas and feelings in learning 
environments where other students share similar experiences.   
 Daneen shared how being in a music class of Black women affected her learning 
experiences: 
Well, I guess, I felt like I stood out less. Before coming to Spelman, I was usually 
the Black student in the class.  I was just standing out, naturally. So just because 
of how I looked, but then also because I was an intelligent student.  At Spelman, 
almost everyone is an intelligent Black student.   It felt reassuring that, wow, it's 
great to not be the only Black women that I can have an intellectual conversation 
with.  So, it felt reassuring, when it came to discussing topics especially like race 
and gender, it definitely was more comfortable having discussions here. (Daneen, 
personal communication, November 26, 2013)  
One of the central goals of feminist pedagogy is to help students raise their consciousness 
by critically reflecting on and analyzing their unique place in society, especially in terms 
of racism and sexism (hooks, 1994).  As seen in the statement above, in classes where the 
majority of students share similar gender and/or racial backgrounds, for example, 
African-American women, the sharing of experiences can lead to the same sense of 
commonality builds solidarity that is common in conscious raising groups (Weiler, 
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1988).   
 One of the major characteristics of Black feminist pedagogy is that Black women 
empower themselves by creating self-definitions and self-valuations, particularly 
regarding their position in a patriarchal society.  Another student participant explains how 
being situated in an all Black female environment effects her learning process: 
It makes me want to, like, when I'm taught anything, not just music, but any 
subject it makes me question like "What about the women?" “What about Black 
women, you know?  A lot of times I've been more interactive and so I have that 
expectation because I have questions and I feel like the classroom is more 
interesting and the teaching style is more open it allows the students to learn 
more. So, now I have that expectation I have questions and I think that the 
creative learning environment and a creative style of teaching kinda cultivates me 
as the student. (Haley, personal communication, November 26, 2013) 
Students not only feel that their voices are legitimized, but being surrounded by other 
Black, female students encourages them to critique Western, patriarchal education.   
 Several student participants not only feel encouraged to critique various topics of 
gender and race, but they expect subject matter that reflects their backgrounds: 
I expect more historical background on Black women and what they have done 
and accomplished in all fields, so, to be more enlightened about the role of a 
Black woman, the actual role not the created one that we played in history and in 
all the different disciplines. (Cheryl, personal communication, November 15, 
2013) 
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I mean, this is women in music, of course we have to tie in Black women. I wasn't 
expecting to be all White women, it would just be so, and probably for there 
would not be some Black women as well, but it's just mostly it's all Black women. 
(Brandy personal communication, November 21, 2013) 
Well, I can tell you what I didn’t expect. Maybe it was something I didn’t think 
about, but every single class, whether or not it’s specifically about Black people, 
ends up being about Black women. (Tameka, personal communication, December 
3, 2013) 
The comments given by student participants reflect those of most student participants in 
the study.  That is, they enter learning environments with expectations that derive from a 
shared knowledge base (Tuitt, 2003).  When students share common racial and gender 
identities, they anticipate subject matter and activities that would reflect their personal 
experiences.  
 According to the last student participant, interlocking commonalities of race and 
gender often occur in classroom activities, resulting in dialogue regarding Black women.  
For example, during “Music Genre Guessing Game” in the Music History and 
Appreciation Class discussed earlier, the subject of women and rap music arose.  The 
instructor used the subject matter as a platform to discuss the topic of objectifying Black 
women in music videos.  This topic further led to an in-depth discussion about Tip Drill, 
a controversial music video by the rapper Nelly16 and his recent response to Spelman 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Nelly (www.nelly.net) is a Grammy-Award winning American rapper’s Tip Drill Music Video. 
www.youtube.com/watch?v=oObxJeP87z8) 
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students protesting his presence on campus.17  
  In November 2013, Nelly made controversial comments during an appearance on 
HuffPost Live⁠18 expressing his frustration with a group of Spelman students who 
protested his 2004 bone marrow drive.  Nelly’s bone marrow drive, developed by his 
management and foundation 4Sho4Kids, was planned for April 2, 2004.  However, the 
rapper cancelled the event after hearing that a protest was in the works because of his 
latest video Tip Drill.  The video is so explicit that it can only be shown on cable 
channels in the middle of the night. There are nearly nude women dancing simulating sex 
acts with each other while men throw money between their legs. There is also an 
offensive scene that involves Nelly swiping a credit card on a woman’s backside. 
 The 2004 student protest led by Asha Jennings, former member of the Feminist 
Majority Leadership Alliance (FMLA), was formed to bring awareness to the explosion 
of misogyny in pop music, especially hip-hop music, and the hypersexual and explicit 
ways Black women are portrayed. Responding to Nelly’s HuffPost Live comments made 
during an interview in November 2013, Jennings later told HuffPost Live that [Spelman] 
“is a historically Black all-women’s institution.  If there’s anybody that has an obligation 
to young Black girls in the community, it’s us.” Before the cancellation of the 2004 bone 
marrow drive, students demanded Nelly to come to a forum where students could 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17 Nelly stated that he Wanted to ‘Kick Somebody’s Ass’ Over Spelman’s Protest of ‘Tip Drill’ 
Video. http://www.huffingtonpost.com/2013/11/12/nelly-kick-somebody-ass-spelman-protest-tip-
drill_n_4262503.html. 
18 Based in New York City, New York, HuffPost Live is a live-streaming network that uses the 
stories, editors, reporters, bloggers, and community of the American online news aggregator 
Huffington Post. 
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question him about the sexual objectification of Black women in his video.19  Nelly 
refused to participate in the forum, so the students refused to allow Nelly to host the bone 
marrow drive on the campus of Spelman College 
 The initial objective of the “Music Genre Guessing Game” was to develop 
students’ skills at describing and identifying various music genres. Although the topics of 
misogyny and objectification of Black women were not initially part of the course design, 
nor the goal the game, the instructor clearly used the activity, as well as the recent Nelly 
incident, as a way of implementing principles of Black feminist pedagogy in the music 
classroom.  This activity exemplifies how Black feminist pedagogy not only challenges 
traditional content, but also the processes that structure learning in the classroom.  
Through this impromptu, in-depth discussion, students were encouraged to examine 
various structures of oppression in popular music, and to consider ways of creating new 
definitions of Black women in the media.  In addition, the instructor challenged the 
student participants to consider various ways they could address the negative 
representation of Black women in media, particularly music videos (e.g., misogynistic 
depictions as well as sexual objectification of women, both lyrically and visually).  This 
activity allowed students the opportunity to use their own personal experiences and see 
them as valid elements in the learning process.  
 Recognizing the unique position of the Black female brings a self-awareness 
regarding how music instructors may consciously or unconsciously reproduce dominant, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 The video “Tip Drill” showed African-American women dressed in bikinis, dancing and 
simulating various sexual acts, men throwing money on women's breasts and buttocks, and Nelly 
swiping a credit card between a woman's buttocks. 
	  	   127 
oppressive behaviors in the classroom (Robbin & Sapp, 2003).  Faculty participants 
considered interlocking systems of gender and race as opportunities to personally 
examine their positions as instructors.  According to Professor Rogers, “This place 
[Spelman] has caused me to become more conscious of who I’m teaching, and what that 
means.  Either while I’m teaching, or in conversation, you don't want to, you know, be 
offensive in any way” (personal communication, December 3, 2013).  Statements such as 
this suggest how teaching in an environment where students represent a marginalized 
group can transform the traditional role of the instructor from being one of domineering, 
to one that is more empathetic regarding the historical backgrounds and experiences of 
their students.   
Cultivation of Sensitivity 
 Feminist pedagogy is both a race and gender sensitive approach to education that 
promotes the three C’s of caring, concern, and connection (Martin, 1994).  Nel Noddings 
(1984) describes caring as a way of apprehending another’s view of reality. Therefore, 
we all have an obligation to give consideration to those who are vulnerable. Concern is 
the active expression of care in which we make strides to make a change.  Connection 
occurs when engagement in actions of restoration is demonstrated through transformative 
matters.  The following faculty considered themselves as “outsiders” because of their 
position as a non-Black and/or non-female teacher.  Nevertheless, they discovered that 
being an “outsider” ultimately transformed their teaching approaches in ways that 
reflected the three C’s: 
You know, teaching classes here is interesting.  You are more sensitive because of 
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the position that you're in.  If you're in that category, if you're positioned in that 
actual place, there are some things you become immune to, adjusted to, you 
know, and you lose sometimes a level of sensitivity instead of being the outsider.  
For so long people think because you're an outsider, you're not sensitive, you 
know, to the needs and issues, but...the opposite is in fact true for me. Yeah, if all 
of us could have the opportunity to be outsiders for a prolonged period of time, it 
would transform our teaching. (Dr. Leonard, personal communication, November 
22, 2013) 
Another faculty participant ascertains: 
The fact that I was teaching the course as an obvious outsider made me sensitive 
every time I was with a class.  I would forcedly be sensitive to it.  I mean, they'd 
either sensitize me, or I'd be aware of the limitations that I brought in.  When I 
became aware, it really opened my eyes to who I needed to be for their teacher. 
(Professor Rogers, December 3, 2013) 
When teachers open up and become vulnerable in their classrooms (hooks, 1994), the 
process is both personally and professionally rewarding. Both faculty participants 
described how their vulnerability as “outsiders” in the classroom resulted in instructional 
rewards – gender sensitivity.  Their comments suggest recognizing who we teach, 
requires us to change how we teach.   
 Feminist pedagogy, as well as Black feminist pedagogy, promotes sensitivity to 
women’s issues and their lived experiences as marginalized people in society. It is 
imperative for instructors to recognize the dynamics surrounding teaching a marginalized 
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group of students and how their teaching approach can help create safe learning 
environments for their students.  Professor Rogers shared how he considers the race and 
gender dynamics of his students as precursors of making decisions regarding class 
activities:  
I showed a particular film that had some graphic scenes in the movie, both 
sexually and racially.  I asked if somebody, if you're offended, I won't show this. 
And they were like, ‘Oh, no, show it.  We’re ok.’ which put me at ease.  I asked 
them because I’m male and they are ladies, you know, because they're young, 
Black women. They're my sisters, you know what I'm saying, they're my sisters, 
my young sisters.  I did not want them to feel uncomfortable, and I didn't know 
how they would look at me, you know. (Professor Rogers, personal 
communication, December 2013) 
Professor Rogers not only reveals how his position as an outsider transforms his teaching 
approach, but he also suggests the importance of creating classroom environments where 
the students feel comfortable, or “safe”. One ideal of Black feminist pedagogy is the 
creation of “safe spaces” where Black women can speak freely (Collins, 2000).  
Understanding students’ experiences leads to establishing safe environments where 
dialogue and interaction can empower both the teacher and the student.  As exemplified 
above, “safe spaces” provide participants opportunities for self-expression and self-
definition, which is the beginning of student empowerment.   
 Students also recognized that instructors must tailor their teaching styles to reflect 
the unique position of the Black female student.  One student ascertains: 
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I guess I expect the professors to be more apt to what it's like to teach Black 
women.  Meaning, not to generalize all women, but there's a different approach 
when teaching a room full of Black women instead of men.	  	  I’m not exactly sure 
what that is, but I just know there's a different atmosphere so I guess I just expect 
the professor to be more able to feel comfortable in the atmosphere of black 
women. (Shanae, November 15, 2013) 
As noted above, students also want their instructors to feel comfortable, even if they are 
considered “outsiders” in the classroom.  Another student sees having instructors as 
“outsiders” as an opportunity for students to examine subject matter from different 
perspectives.  She explains:  
I don't see that [race and gender] as a barrier for my instructor. I really enjoy it, 
because, of course, when I think about things coming from a perspective of a 
young black female and then to see it from a completely different perspective, 
from an older White male, I really enjoy that, so it's like to balance.  What my 
truth is and that's kind a like examined then to examine that next one, someone 
from a completely different.  It’s good to know those things. (Jessica, personal 
communication, November 15, 2013)  
Feminist pedagogy, as well as Black feminist pedagogy, promotes a transformative and 
democratic classroom where everyone’s presence is affirmed and valued.  The above 
statement suggests “outsiders” (non-female, non-black teachers) can identify with their 
students without risking implementing other forms of oppression or dominance in the 
classroom. The above comment implies that teaching and learning should be relational, 
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despite positions of authority and barriers such as gender and race.  
Summary  
 The first theme, Curriculum and Course Design, revealed how principles of 
feminist and Black feminist pedagogy are promoted within the Spelman College music 
department’s curriculum, and more specifically, how they are integrated and 
demonstrated in the design of each course presented in this study.  Review of documents 
such as music department handbook and course syllabi reflected ways faculty participants 
incorporated the Applications of Feminist Pedagogy (diversity, opportunities for all 
voices, shared responsibility, and orientation to action) in both performance- and non-
performance based music courses.  
 The second theme, Historical and Socio-cultural Influences, revealed how the 
integration of feminist pedagogy and Black feminist pedagogy is highly influenced by 
historical and socio-cultural dynamics of the college’s environment.  Interlocking factors 
of gender and race, particularly, were significant in the ways students interacted with one 
another, and how instructors responded to their students.   Data revealed that the college’s 
mission, its purpose, as well as its institutional goals all reflect feminist pedagogy and 
Black feminist pedagogy principles.  Furthermore, analyses of instructional observations 
along with the accounts of faculty and participants, revealed that music classroom 
environments can be identified as “safe spaces” in which students were free to voice their 
beliefs, form new “truths”, and create self-definitions about themselves.  Several student 
participants indicated that they ultimately felt empowered from being in learning 
environments in which subject matter and fellow students reflected their backgrounds.  
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Faculty participants expressed how their teaching methods evolved from a traditional, 
patriarchal approach into a more gender sensitive approach.  Finally, narratives by both 
student and faculty participants substantiate the transformative power of the 
implementation of feminist pedagogy and Black feminist pedagogy in the music 
classroom.  
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CHAPTER SIX – CRITICAL ANALYSIS 
Content + Context ≠ Feminist Pedagogy 
“My teacher is wonderful, but she isn’t a feminist teacher.” 
-Anonymous student 
 
 This case study addresses embedded assumptions that faculty who teach feminist 
content in all-female settings have the knowledge of teaching strategies focused on 
feminist pedagogies.  In the case of the music department at Spelman College, the context 
of the institution drives the institution’s mission, which, in turns, impacts the curriculum 
content and structure.  However, these two components do not automatically result in a 
feminist pedagogical delivery, particularly when it comes to music instruction.  This 
chapter presents the third theme of this study, instructional delivery, and provides critical 
analysis related to the primary research question:  
• How does a historically Black women’s college utilize feminist pedagogy in the 
structure and delivery of its music program?   
More specifically, this theme provides the framework to answer the following secondary 
research question: 
• How do music educators facilitate music instruction without conforming to 
conventional, patriarchal approaches of teaching; and how are students able to 
adapt to this method of teaching?  
 Self-evaluations by faculty participants regarding their teaching approaches, and 
student’s evaluations of their instructors’ instructional delivery were analyzed to 
determine interrelated values and practices of a feminist classroom. Data revealed 
obstacles faculty face with students’ knowledge with subject matter, and how faculty 
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manage, or in some cases, failed, to use feminist pedagogical and Black feminist 
pedagogical approaches to teach beyond their students’ deficiencies.   
Instructional Delivery 
 Although music classes represented in this study demonstrate use and 
implementation of principles of feminist pedagogy and Black feminist pedagogy within 
the structure and design of music courses, evidence also reveals obstacles associated with 
the instructional delivery of course material, particularly as it relates to encouraging 
students to think and write critically.  According to faculty participants in this study, the 
foremost challenge associated with applying feminist pedagogical approaches to their 
instructional delivery were students’ lack of academic preparation in basic skills so they 
could succeed in their courses.  
Challenges with College Readiness 
 Students’ level of academic preparation, called college readiness, means that a 
U.S. high-school graduate has acquired the knowledge and skills necessary to qualify for 
and success in entry-level, credit-bearing postsecondary coursework without the need for 
remediation.  However, reports indicate there is a need for remediation for many 
undergraduate students entering college, including Spelman College.  The U.S. 
Department of Education’s National Center for Education Statistics released a 2013 
report indicating that 36% of undergraduate students have taken a remedial course during 
their four years of undergraduate studies.  Remedial courses are designed to help students 
who might not be able to undertake college in areas like English and writing.  If a student 
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does not have adequate proficiency in these basic skills, it would be difficult for them to 
move onto more difficult concepts such as critical thinking, higher order reasoning, and 
creative writing.  
 In the United States, students are increasingly entering college with a lack of basic 
skills in reading and writing, and this seemed to be reflected by the students in this study. 
This academic deficiency poses challenges for faculty who expect students to conduct 
research, interpret results, solve complex problems, and offer analytical explanations. 
Faculty participants in this study confirmed this to be a challenge within their courses.  
When asked about integrating principles of feminist pedagogy within subject matter and 
course design, one faculty participant responded: 
There’s such a profound need for basic data, that it [feminist teaching] doesn’t 
happen as often as I’d like.  Let me give you an example.  In my current class, this 
is probably the weakest group of kids that I've had, in the 6 years that I've taught 
the course [Writing About the Arts]. I mean, they struggle with English 
mechanics, with basic expression.  And this class is primarily a writing class! I 
mean, how do I get them to think, and then write critically, and they already 
struggle with expressing themselves? (Dr. Leonard, personal communication, 
November 22, 2013)  
Whereas comments such as this are echoed by other faculty participants within the study, 
the comments are subjective and biased in nature because it solely derives from the 
instructor’s perspective and his personal teaching experiences.   A student participant 
commented about her music instructor: 
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I’ve become better at being a critical thinker because my teacher encouraged us to 
go beneath the surface of what we were taught.  She taught us to question the 
status quo and expressed our experiences.  In other words, she would tell us the 
status quo isn’t always the truth, and that I can form my own truths once I know 
all the parameters of a particular subject, especially about women. By looking at 
topics in this manner, it actually became easier for me to write critically about 
other subjects.  I think I write better now because I understand better. (Tameka, 
personal communication, November 18, 2013)  
In positive learning environments, students feel comfortable, safe, and engaged.  As a 
result, they are more likely to benefit from lessons. As seen in the above comment, when 
students are in a conducive learning environment with good facilitation, they can become 
more adaptive to and engage in the critical thinking process (Jones, 2013).  Comments 
stated by the above faculty also indicate that faculty participants expect students to come 
to college with a certain level of basic skills in higher order reasoning, reading, and 
writing.  The comment also reveals a larger question within the feminist classroom.  That 
is, how can we reshape our curriculum to address the needs of diverse learners where 
academically marginalized students can become engaged learners?  
 This comment above by the faculty participant suggests students’ deficiency in 
basic skills serves as a barrier as to why he cannot successfully implement feminist 
pedagogical practices in the music classroom.  However, statements such as this actually 
defy the foundational ideology of feminist pedagogy.  That is, enabling all students to 
feel free to learn. Feminist teachers recognize when students do not know enough about 
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what they are learning, or even understand the subject of instruction and, yet are able to 
determine rather meaningful strategies that ensure that students do learn (Akyea & 
Sandoval, 2004). 
 Although each of the faculty participants clearly designed his/her curriculum to 
include principles and applications of feminist pedagogy, neither course syllabi nor 
comments during interviews revealed how faculty participants addressed the needs of 
diverse learners, particularly students who enter their classroom with academic 
deficiencies.  Enabling pedagogy serves as an effective tool to address these concerns.  
Enabling pedagogy draws on the ideas of feminist teaching by engaging students in 
significant and meaningful learning that is sensitive to their diverse learning interest 
(Hildebrand, 1998). An enabling pedagogy recognizes the constraints that instructors 
must operate within their daily work, such as intended curriculum content structure, and 
accepts that there are no universal applications of intended curriculum.  Moreover, 
enabling pedagogy does not presume (academic) deficits in students as a deterrent of 
being critical and creative learners.  
 Data ascertained from interviews also reveal how faculty participants respond to 
the academic deficiencies of their students.  One faculty participant shared his belief of 
why teaching content as a foundation of instructional delivery is an integral component of 
the critical thinking process: 
You know, so there is a point in any education when you just read the book, listen 
to the lecture, take the exam, read the book, listen to the lecture, take the exam. 
While it's an efficient way, it doesn't promote critical thinking, and it doesn't give 
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women a sense of personhood and ownership, but they get the content, at least. 
You know, you’re getting basic information so you can at least begin the critical 
thinking part. (Dr. Patrick, personal communication, December 3, 2013) 
This comment suggests the promotion of teaching content as a viable factor of the critical 
thinking process.  However, this comment also implies how instructors, who design their 
courses using feminist pedagogical principles, can fall into permissive teaching when 
students attend school with deficits in their learning.  This type of permissive teaching 
unintentionally produces a form of “covert discrimination” in which a teacher covertly 
believes that students are really not capable of critical thinking unless certain “standards” 
are met (Akyea & Sandoval, 2004).  Statements such as the ones above reflect how 
instructors are just as inclined to teach content based material rather than dealing with the 
challenge of teaching beyond content.   As implied by this faculty participant, it is 
imperative to set the groundwork to cultivate basic understanding of subject matter and 
skillsets to even begin the process of critical thinking.  However, a feminist classroom is 
compromised when teachers conform to the educational standards brought in by students 
- teaching content instead of teaching students to think critically.  
 Another faculty participant offers his solution to teaching beyond basic skills to 
promoting critical thinking amongst his students:  
So, we build toward the arch profile using the critical essay, and the process of 
teaching one another I think helps all of them become more engaged in the 
process.  So, yeah, we go from a place where you just try to learn the basics of 
journalistic style, to a place where you're actually thinking and doing higher order 
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thinking, particularly when it comes to issues concerning women, and even Black 
women. (Dr. Leonard, personal communication, November 22, 2013) 
Using facets of enabling pedagogy, this faculty participant suggests designing lessons 
and/or creating activities in which content is a part of the overall structure, particularly 
the commencement of the activity and/or lesson.  By doing this, students are learning 
how to become creative and critical thinkers without forsaking basic content knowledge.  
Instead of allowing academic deficiencies to prevent effective implementation of feminist 
pedagogy, instructors must find ways to empower students and teach them to think 
critically by using techniques that enable them to increase their personal understanding 
and skill level, regardless of their academic deficiencies and skillsets.  
Creation of ‘Docile Bodies’ 
 The only performance-based course examined in this study also revealed student 
deficiencies with basic subject matter and skillsets, and how the faculty participant 
teaches beyond the deficiencies.  According to Dr. Patrick:  
Because [students], you know, have issues with thinking critically, how can they 
be creative learners?  And then it's even more difficult in ensemble settings, 
because they come in with limited knowledge about music.  I mean, because the 
role of a conductor is so different than the role of a classroom teacher, you have to 
produce a product at the end of the day, you know, that`s different from the 
classroom student. (Dr. Patrick, personal communication, November 26, 2013) 
What is interesting about this illustration is the traditional assumption that performance 
ensembles must produce a deliverable or “end” product via concerts, recitals, etc. The 
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level of attention that is focused on the “end” product is misdirected because it negates 
the importance of process-oriented learning.  This is problematic in that it contradicts the 
ideology of feminist pedagogy, which places its foundation on the teaching/learning 
process of both the instructor as well as the student.  This illustration also indicates the 
concerns many ensemble conductors face with implementing alternative teaching 
methods within their ensemble settings, including feminist pedagogy and Black feminist 
pedagogy.  The implementation of non-traditional teaching methods is usually 
immobilized in performance-based ensembles because the focus of teaching is usually 
based upon increasing ensemble performance.  The faculty participant further explains 
how he manages his students’ deficiencies: 
You know, sometimes the students come with limited knowledge to actually 
engage in certain things.  So with the ensemble, they have to just “buy in” to what 
you telling them, because they are still coming in with limited knowledge. You 
know, it’s like, trust me when I say that it should be like this, or sound like this. 
(Dr. Patrick personal communication, November 26, 2013) 
Although data verified that content for this course is feminine in nature, the instructor 
managed students’ deficiencies of basic skills by resorting to traditional, patriarchal 
structures of teaching music.  In this case, students’ deficiencies resulted in faculty 
resorting to patriarchal teaching strategies.  By encouraging students a “buy in” to what 
the instructor is telling them, the students become what Lamb (1996) calls an objectified 
body, the master’s tool, used no more than the vessel for the sound.  The above scenario 
is merely an example of a modified banking system in which students are taught to 
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become “docile bodies” in which they are assimilated into the belief system of the 
instructor.  According to Foucault (1979) a docile body may be subjected, used, 
transformed, and improved.  However, when we teach our students a “buy in” belief 
system, we are using manipulation in the classroom as a means of depositing knowledge 
into the students.  In fact, we deprive them of the opportunity of learning and improving 
their own skillsets, making them passive, docile individuals. 
 The conductor of the Glee Club in this study displayed behaviors that mimicked 
the traditional conventions of choral pedagogy, which are in most cases, designed to 
create docile, complacent singers who are subject to a discourse that is more interested in 
the production of music than in the laborers (O’Toole, 2005).  Observations of rehearsal 
time followed the traditional template of a typical U.S. college performance ensemble – 
10 to 15 minutes of warm-ups, followed by 45 to 60 minutes of learning and perfecting 
repertoire (e.g., phrasing, intonation, rhythm, and pronunciation), and finally 5 to 10 
minutes of wrapping up rehearsal with announcements, etc.   When the conductor follows 
this traditional, choral teaching format, it ultimately prevents the “body” of female 
students from becoming active participants and contributors to the music-making process.  
In fact, conforming to this rehearsal template reflected how the power of the conductor is 
actually amplified through “disciplining” the docile bodies of the choral performance 
ensemble. 
 According to Foucault, disciplinary power relations are played out in institutions, 
such as schools and universities, where the aim is to produce a body that is more efficient 
and productive: 
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What was then being formed was a policy of coercions that act upon the body, a 
calculated manipulation of its elements, its gestures, its behaviors.  The human 
body was entering a machinery of power that explores it, breaks it down, and 
rearranges it.  A “political anatomy” which was also a “mechanics of power,” was 
being born; it defines how one may have a hold over others’ bodies, not only so 
that they may do what one wishes, but so that they may operate as one wishes, 
with the techniques, the speed, and the efficiency that one determines. Thus, 
discipline produces subjected and practiced bodies, “docile” bodies. (Foucault, 
1979, p.138) 
In Chapter 4, I explained how the physical environment of the classroom can subvert 
attempts to incorporate the feminist principles of teaching, such as promoting 
opportunities for all voices.  Observing Glee Club rehearsals also showed how docility is 
achieved through the physical environment of the choral rehearsal room.   Students 
entered the classroom anxiously to begin rehearsal promptly at 5:00 p.m., because 
lateness rehearsal is rarely tolerated. Students take their seats in fixed arrangements 
according to vocal parts pre-assigned by the conductor.   After the student conductor 
concludes warm-ups as prescribed by the conductor’s standards, the conductor/instructor 
then takes the podium positioned in front of the choir whose attention is strictly focused 
on him and less on each other.  The conductor controlled and redefined each movement 
of the rehearsal process through “a constant process of persuasion” (Foucault, 1979, p. 
136).  The constant process of persuasion included the repetition of singing specific 
phrases until it was acceptable only to the conductor, the repetition and duplication of 
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proper intonation as sung by the conductor, and the constant reiteration of techniques 
taught by the conductor in previous rehearsals.  Ultimately, the choral rehearsal room 
functioned less as an environment where creativity was mutually fostered and more as a 
“machinery of power” in which students entered to be manipulated for the efficient 
productivity of an end product – a perfected performance.   
“Giving Up”  
 Unlike other faculty participants in the study, Dr. Leonard suggested giving up 
content all together in favor of promoting the process of critical thinking and raising 
one’s consciousness.  He ascertains, “One of the things I had to learn was to give up 
content. So, giving up content in favor of helping people find and process their own 
knowledge, and then critic it. That’s more important, right?” (Dr. Leonard, personal 
communication, November 26, 2013).  Familiarity of content and possessing basic skills 
may be an integral part of the learning process, but these qualities do not constitute the 
entire learning process, particularly as it relates to empowering students to become active 
and engaged learners, which is one of the foundational principles of feminist pedagogy.  
The above faculty participant substantiates Brandt’s philosophy of teaching beyond 
students’ deficiencies of basic skills.  Brandt (1990) believes that what is more important 
than the ability to read and write is the ability to read one’s environment, or one’s own 
cultures and cultural assumptions. Several classroom observations reveal that students 
have some knowledge of subject matter along with some adequate skills to function in the 
class.  However, their deficiency seemed to lie within their inability to use these skills to 
become creative and critical thinkers.  As suggested by the above faculty participant, 
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perhaps the learning objectives should be placed more on the students achieving course’s 
learning outcomes (e.g., becoming critical thinkers, raising student’s consciousness) 
rather than teaching content. 
 Observations of the music courses involved in the study further corroborated 
faculty concerns with students’ deficiencies how instructors responded by their 
instructional delivery.  In one of the courses observed, the instructor gave up his initial 
plans of discussing lesson topics of that day and spent almost half the class time 
reviewing grammar and mechanics of writing, since the majority of the students had 
shown challenges with these concepts in earlier writing activities.  In other class settings, 
observations showed how faculty participants diverted from original lesson plans of class 
discussions and other student-centered activities to more lecture-based, content-based 
teaching. This was shown in particular in the performance-based course Glee Club.  
During one particular setting, students were having problems singing the correct rhythm 
of what seemed quite trivial in the eyes of the conductor. The instructor showed his 
frustration with having to take class time to teach “something as basic as 1-2-3” instead 
of focusing on more significant musical matters within the music.  The instructor 
attempted to manage his frustration, as well as class time, by “sharing the responsibility” 
of this matter with one of the student section leaders.  Unfortunately, this response did 
not result in a democratic learning environment.  By giving control to the section leader, 
who seemed anxious to quickly solve the issue on her own without further disrupting 
class, the conductor did not seem aware that the student section leader had taken sole 
responsibility of the problem and deprived the other students of their democratic 
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participation.  
 Perhaps most intriguing was one particular observation in which students were 
asked to collaborate with the instructor concerning their final exam.  Although the 
instructor attempted to give students the opportunity to voice their concerns and provide 
their input regarding exams and assessments, students showed more concern about the 
structure and content that would appear on the test.  Questions such as, “What’s going to 
be on the exam? Is the exam multiple-choice and true-and-false? How many questions 
will be on the test? and, Is there going to be an essay question?” seemed to be extremely 
important to the students as they prepared for their exam.   This is perhaps due to the fact 
that many students come to college having been previously indoctrinated in learning 
environments where more emphasis is placed on memorizing content for tests and exams, 
rather than raising consciousness and thinking critically.  In order to fully understand the 
educational background of the student participants in this study, one must consider the 
educational system that dominated their previous learning experiences.   
 In 2001, the United Stated Congress instituted the No Child Left Behind Act 
(NCLB), a standard-based education reform based on the premise that setting high 
standards and establishing measurable goals can improve individual outcomes in 
education (U.S Department of Education, 2001). NCLB was based on the premise that 
high standards and measurable goals would improve outcomes in education.  In 2009, 
education leaders and governors developed Common Core State Standards Initiative that 
detailed what K–12 students should know in language arts and mathematics at the end of 
each grade.  Although these two education initiatives were established to ensure students 
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were meeting standards related to each grade, many issues have stemmed from NCLB 
and the Common Core Standards, for both teachers and students. Teachers have begun 
“teaching to the test” to ensure their students pass the standardized tests.  Unfortunately, 
this has led to more memorization and less emphasis on teaching students to become 
critical and creative learners.  Thus, these students have unfortunately become content-
based reciprocals and only memorize concepts for the exams while failing to learn 
concepts to become independent thinkers. 
Contextual Assumptions  
 The historical and socio-cultural influences at Spelman College suggest a 
conducive environment where principles of feminist pedagogy and Black feminist 
pedagogy would “naturally” occur in music classrooms. In fact, the perceptions shared by 
faculty participants also suggest this assumption.  Faculty participants were asked to 
reflect on their teaching practices and offer intra-perspectives, self-directed thoughts and 
beliefs, of their use of feminist teaching methods in an all-female music classroom.  
These thoughts and beliefs were then compared to the opinions and views of their female 
students, who offered inter-perspectives regarding the teaching styles of their instructors.  
As data reveal the margins between faculty’s intra-perspectives and student’s inter-
perspectives conflict at times, observations also revealed the lack of feminist pedagogy 
and Black feminist pedagogy incorporated in instructional delivery. 
Inter-perspective versus Intra-perspective 
 Faculty participants were asked to describe the use of feminist pedagogy and 
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Black feminist pedagogy methods in their music classrooms, and whether or not they 
considered themselves as feminist teachers.  One faculty participant ascertains: 
I think for the most part, I’m a feminist teacher.  And it’s rather easy to be a 
feminist teacher at Spelman College because you teach women all the time. But 
when you have a performance ensemble, it’s probably more difficult to implement 
principles of feminist pedagogy, because of the environment, of what it is, it's an 
ensemble, and you are supposed to conduct, you know.  You have to get to the 
final product – a good performance. But I still think I’m a feminist teacher. (Dr. 
Patrick, personal communication, November 26, 2013) 
This faculty participant mirrors many of the concerns of other music teachers, especially 
those who serve in the capacity of performance ensemble directors in U.S. institutions of 
higher learning.  Repertoire is diverse, and students represent diverse backgrounds.  
However, when it comes to instructional delivery, particularly in the rehearsal process, 
the director takes on a hierarchical position. Many observations of the Glee Club 
consisted of strict, focused, director-led rehearsals in preparation for upcoming concerts.  
The conductor, male, stood on the podium concentrating on perfecting the sound of the 
ensemble.  The focus was less on the process of learning and creating music, and more on 
the product, which is the final performance.  The irony of the observation is that the Glee 
Club, an all-female African-American ensemble, was rehearsing a composition by an 
African-American female composer, but the teaching approach did not reflect the context 
of the classroom.  The instructional delivery was patriarchal, traditional, and 
unidirectional with little to no artistic input from the students.  Imagine a room of almost 
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sixty-five Black females, learning music by Black female composers, on a campus that 
promotes empowerment and social change.  However, in this music classroom, they have 
no voice in the learning process.  In fact, after observing several rehearsals, the 
instructional delivery showed few instances where students were encouraged to actively 
participate, reflect upon personal experiences, or have engaging dialogue with their 
classmates or the instructor.  This goes to show that despite the assumptions some 
outsiders may have about HBCUs, as well as all-female classrooms, these environments 
are just as vulnerable to the ills of racism, classism and sexism as are other classrooms 
and institutions of higher learning, notwithstanding the makeup of the student population 
(Turpin, 2007). 
 Although the faculty participant in this scenario considered himself as a feminist 
instructor, the students’ perceptions regarding their instructor as a feminist teacher differ 
from the instructor’s own belief: 
He [the conductor] usually doesn’t allow a lot of input.  When the conductor is 
leading rehearsal and if there's something that needs to be said, it's typically 
coming from someone who is a section leader. But, for the most part during 
rehearsals, the majority of time is spent learning music for a concert. (Brandy, 
personal communication, November 14, 2013) 
I don’t think the conductor can really be a feminist teacher.  We spend a lot of 
time preparing for concerts and other performances.  So, we don’t ask a lot of 
questions and get involved with the rehearsal like that.  We just basically do what 
the conductor tells us to do. (Daneen, personal communication, November 26, 
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2013)   
Central to the foundation feminist classroom are the concerns with equality and power 
among teachers and learners in the classroom.  According to the student responses, there 
is no collaboration in the creative process and an imbalance of power in the rehearsal, key 
elements to a feminist classroom.  How could this situation be one in which the students 
were actively engaged through the rehearsal process? Perhaps inviting the students to 
respond to the music as it evolves during rehearsal. There could even be a shared 
leadership between the conductor and students in the process of developing musical ideas 
that relate to the final performance (i.e., more articulation, less dynamic, etc.).   
 One student described how her past learning experiences affected her initial 
classroom behavior in her music classes: 
I think I just pretty much followed what the teacher asked us to do, I think we're 
[the class] all pretty scared to ask questions or give input, especially in rehearsals. 
Interviewee: Why do you think you're scared and afraid to give input? 
I think it's been running in us, from like, courses past. You just don't really 
question the conductor like, “I think if you slowed down the tempo for this song, 
it would really help us perform this better, or at least practice it better”. No one 
really does that, because, you know, we were taught basically never to do that and 
to just do what the conductor says to have a good concert.  So maybe we're scared 
now or just like we don't even think about it. (Haley, personal communication, 
November 15, 2013) 
Comments from the students also indicate a subtle message that is communicated from 
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the director to the students that the goal of rehearsal time is to ultimately “put on a good 
concert.” This message of product over process is reflected in the responses of students, 
who often sacrifice opportunities to collaborate in the learning and creative process to 
avoid being “out of place” during a moment when they could be actively engaged in their 
learning process.   
  Analysis of the perspectives by the faculty participant compared to student 
participants in performance ensembles suggests the discords with the use of feminist 
pedagogy in music classes, particularly performance ensembles. The obvious dichotomy 
is that the dominant role of a conductor does not complement a feminist classroom.  
Intellectual curiosity and critique is seen less in this classroom setting, while professional 
preparation for perfected performances is seen more.  
Pedagogical Impacts  
 One of the main pedagogical impacts revealed in this study was how the use of 
feminist pedagogy and Black feminist pedagogy in the music classroom has affected both 
teachers and students, particularly as it relates to their previous teaching and learning 
backgrounds.  The narratives of the faculty participants in this study show that they all 
come from performance-based backgrounds (e.g., instrumental performance and vocal 
performance) and not music education backgrounds.  Their models for teaching were 
primarily White men, whose pedagogical approaches were authoritative in nature, 
consisting of lectures with passive participation of students.  
 Maher and Tetreault (1994) argue that what goes on in the more private sphere of 
the classroom is often ignored because most faculty perceive students as apprentices in 
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the faculty’s disciplines rather than learners in charge of their own knowledge.  This is 
especially true for this particular class in the study.  The same faculty participant tells 
how his teaching background perpetuates this notion: 
When I was in grad school, you never questioned the conductor.  You believed 
what he said was true.  I mean, we were trying to get to where he was, so to 
question him meant questioning his role. For my students now, I have to tell them 
what I’m looking for in the music, cause they don’t know.  Just like I didn’t know 
at one time. What I’m saying is, you [the conductor] have to bring a vision to an 
ensemble, and then bring it to reality. So there’s not a lot of room, I guess, for 
their ideas.  Not when it comes down to a performance, at least. (Dr. Patrick, 
personal communication, November 26, 2013)  
The comment by the faculty participant above reflects the professional standards of 
pedagogy and musicianship seen in many U.S. college music programs.  That standard is 
unfortunately based upon what Freire (1985) classes the “monotonous, arrogant, and 
elitist traditionalism where the teacher knows all and the student does not know 
anything” (p. 177).  This notion is exhibited in many music classrooms, particularly 
through large ensembles.  College music programs in the United States have historically 
perpetuated patriarchal structures of instruction in which teacher-conductors control 
certain settings, such as performance ensembles. This practice often results in the 
promotion of hierarchy in the classroom where the teacher-conductor maintains most 
power.  
 The integration of feminist pedagogy within performance based ensembles, such 
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as the Glee Club, has the potential to be a transforming power that goes beyond an end 
performance.  Examining other music training models in the United States that 
incorporate key feminist pedagogical principles can offer insight into how college 
instructors and administration can expand their instructional delivery to be both engaging 
and empowering.  One such music program is El Sistema, a music program that is 
dedicated to applying “rigorous, artistic ensemble playing as a vehicle for social change” 
(Creech, González-Moreno, Lorenzino, & Waltman, 2013).  
 Founded in Venezuela in 1975 by Dr. Jose Antonio Abreu, El Sistema has now 
taken root in over fifty-five countries globally, including the United States. El Sistema 
does not identify the basis of its instructional delivery as being a feminist pedagogy.  
However, the guiding principles of the music program reflect foundational aims of both 
feminist pedagogy and Black feminist pedagogy.  The aims of both feminist pedagogy 
and Black feminist pedagogy call for social change and activism within the classroom 
that is essential to enabling students, particularly women and other marginalized groups, 
to obtain the skills necessary to make their learning experiences functional outside the 
classroom.  The guiding mission of El Sistema is to effect social change through the 
ambitious pursuit of musical excellence.  El Sistema is not a performance-driven music 
program and does not seek to develop mere musicians, but responsible contributing 
citizens. 
 El Sistema’s “mission of social change” consists of a set of supported goals that 
serve as its foundation of music learning.  Collectively, the underlining goals represent an 
offering of collaborative music instruction where students feel an ownership of the music 
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making process.  Booth (2009) claims that formal music curriculum and pedagogical 
approaches account for just 20% of what might be achieved in any music program.  The 
remaining 80% is attributed to the personal qualities and values of the individual teacher.  
Thus, the instructional model promoted through El-System called the CATS model, 
encourages music instructors to act as citizens, artists, teachers, and scholars.  This 
model, in turn, encourages students to develop holistically: as active musicians, helpful 
educators, inquisitive learners, and responsible civic contributors (Booth, 2013).   
 In Chapter Four, I revealed how Dr. Leonard used principles of feminist pedagogy 
in teaching formats, such as Reading Circles.  However, observation of instructional 
delivery outside Reading Circles reflected traditional, banking model teaching styles, 
raising topics of gender and race whenever obvious, with occasional input from three to 
four students.  During one observation of this particular class, the instructor began class 
by asking students to share their thoughts about a particular reading assignment.  Most 
students responded with a blank stare, indicating that either 1) they did not read the 
assigned article, or 2) they were not interested in sharing their thoughts.  After a brief 
moment, one or two students shared their thoughts regarding the article. Perhaps the 
instructor could have encouraged more participation from other students by asking, 
“Katy, we have not heard from you today,” or “Lauren, what are your thoughts 
concerning the issue of gender or race in this scenario?” Instead, class participation was 
dominated by a few students and the instructor. 
 Despite the observation of multiple classes that consisted of minimal dialogue and 
student participation, Professor Rogers insisted that his instructional delivery 
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incorporated feminist pedagogy principles: 
I believe I’m a feminist teacher.  I believe I promote a lot of that [feminist 
pedagogy principles] in my classes.  I mean, I don’t even like to lecture, but I like 
for my students to lead class.  That’s why I have them change the seating in the 
room from the rows. That’s why I have them to take turns leading class 
discussions.  When they come in with their questions and they really get into the 
class discussions. I learn so much from them.  You know, how they think, and 
why they think the way they do. (Professor Rogers, personal communication, 
December 3, 2013)  
A student participant further ascertains: 
I definitely think my instructor is a feminist teacher. During class time, he makes 
it a point to ask us: "What do you think about that?" He also gets us to compare 
certain issues of women and Black women to our own personal lives.  Also, 
everybody is expected to give some input, and no one’s ridiculed about what they 
think about things we discuss. (Cheryl, personal communication, November 18, 
2013) 
The comments above suggest that faculty and students identify gendered/racial topics, 
class dialogue, student participation, and engaging activities as key components of 
feminist pedagogy.  These identifiers are also fundamental essential avenues to a feminist 
classroom.  In fact, central tenets of feminist teaching are fundamental elements of good 
teaching (Brookfield and Preskill, 1999). It is then plausible that the above participants 
are using "feminist" as a stand-in for "good" teaching.  Any conscientious teacher would 
	  	   155 
do things described by the teacher and the student participant. 
 Feminist pedagogy loses its usefulness to the extent that it sees itself as 
synonymous with good teaching (Taubman 1986).  Feminist teaching is concerned with 
much more than creating good teaching strategies to help students become active 
participants in class dialogue about women.  The difference between feminist pedagogy 
and simply ‘good teaching’ is that the former implies change, while the latter focuses on 
a noble project, but not necessarily a revolutionary one (Crowley, 2009).  
 Another student from the same course commented on whether the instructional 
delivery of the faculty participant exemplified feminist pedagogy and Black feminist 
pedagogy approaches: 
I don't think so, not very much, at least. I don't think it's ever really been 
something that's brought up in class, to question or challenge the dominant 
patriarchal views in education or society.  I think the topic may have come up, 
due to some of the writers we’ve had to read. But the instructor does “encourage” 
us to challenge patriarchal views regarding oppressed people.  He does make sure 
we read things that have to do with Black culture and Black women.  I mean I 
never saw myself as oppressed anyway so maybe he doesn’t either because he’s a 
White man. (Jessica, personal communication, November 26, 2013) 
As observed in class settings, as well as comments from student participants, there is 
minimal use of feminist pedagogy and Black feminist pedagogy outside the Reading 
Circles.  In addition, although student participants are Black women, they do not consider 
themselves as oppressed groups.  As a result, their lived experiences, from their 
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perspectives, do not necessarily require a response of political and social action.  This 
resistance to critical thinking transformation can be seen and supported by faculty 
participants who exemplify similar perceptions of teaching (e.g., neither viewing 
themselves, nor their students as an oppressed group). 
 Observation of class time of the Special Topics class reflected this faculty 
participant’s instructional approach in which he facilitated in-class debates in which 
students were encouraged to take into account issues of race, gender, and sex in relation 
to larger constructions of oppression (e.g., music industry). After several classroom 
sessions of discussing topics outlined in the syllabus, the instructor asked the students to 
make correlations of information discussed from previous lessons (e.g., the Black 
woman’s freedom of music expression) to events that are more connected with their own 
experiences.  One particular student immediately identified connections with the current 
topic that surfaced earlier that month – the banning of misogynistic music, as well as 
artists who promote this music, at Homecoming events.     
 Homecoming is a tradition in many universities, colleges and high schools in the 
United States of welcoming back alumni of a school.  It usually includes activities for 
students and alumni, such as sports and cultural events (e.g., concerts, art exhibits).  
Spelman College has traditionally celebrated Homecoming with Morehouse College, 
their “Brother” college.  Although Morehouse College usually hosts several of the 
concerts and other Homecoming activities on their campus, these events are highly 
attended by Spelman students.  In recent years, Morehouse has featured hip-hop artists 
for their concert line-ups, artists who oftentimes degrade women in their lyrics or during 
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live performances (e.g., sexual dances).  The most recent debate had to do with 
Morehouse President’s belief that all misogynistic music should be banned from public 
spaces on campus because it misrepresents Morehouse’s institutional values and sends 
the wrong message to potential donors.  Many students, including Spelman students, did 
not support this ban because they felt that it was an infringement on cultural expression.   
 Historically, hip-hop music was a musical genre that was considered the 
representative voice of the urban, Black community, but has now expanded into a global 
creative force.  For most of hip-hop’s history, women’s issues have been heard first in 
reaction to men, then interpreted from a male point of view (Norfleet, 1993).  When 
females began to find their places in the hip-hop culture, particularly as conscious rap 
artists in the early 1990s, they faced the predicament of being unaccepted by consumers.  
Former Tommy Boy Records20 president commented: “We’ve been finding from 
marketing focus groups that the perception of females being virtuous and socially 
conscious is not an attractive quality to most men who consume rap music.”  As hip-hop 
evolved, women became more visible, but they were prominently represented by 
explicitly themed, hyper-sexualized images.  
 Class dialogue within the Special Topics class became excited and several 
debatable topics arose as students voiced their beliefs and personal experiences regarding 
Homecoming, as well as the portrayal of women within the hip-hop culture.  However, 
the instructor facilitated class discussion where everyone was able to provide input and 
participate in the learning process.  The instructor insisted that students show respect for 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Tommy Boy Records is an American independent record label started in 1981.  The label is 
widely recognized for significant contribution to the development of hip-hop music. 
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the views of their fellow classmates and to learn to disagree without personal judgment, 
offensiveness, or rudeness.  No student was allowed to interrupt classmates as they 
shared their thoughts and experiences.  Also, no student was allowed to dominate class 
dialogue by speaking too long or getting off subject.   As a result, deeper learning 
emerged as students engaged in heated discussion regarding their support, either overtly 
or covertly, of these concerts.  When instructors/facilitators engage college students in 
dialogue, this enables them to rethink deeply their held values and ideas (Belenky, Bond, 
and Weinstock, 1997).  This kind of deep, conscious-raising thinking occurs in feminist 
classrooms. 
 At the end of class debate, the instructor asked students to provide views 
regarding their personal role in the allowance of music that promotes sentiments of 
sexism and misogyny in music to be performed on college campuses.  Students were 
asked to consider whether or not their personal purchases of music or their attendance at 
Homecoming concerts constituted their role of supporting misogynistic music.  As one 
student participant comments: 	  
“I never thought of what I bought [music] as directly supporting misogynistic 
music.  I mean, I think I’m a pretty conscious student, but I don’t attend those 
concerts because I just don’t have an interest in that music.  But if I did, I 
probably would want to go to the concert.  For me, I would like to know what 
kind of Spelman students support this music and why. Like, what is her 
background? Did they come from single-parents or two parents homes? What 
kind of home did they grow up in? I think it will be interesting to compare the 
	  	   159 
backgrounds of these girls who support these Homecoming concerts. (Daneen, 
personal communication, November 26, 2013) 
These questions, as well as additional questions by other students, lead to the 
construction of an informal survey to determine background information of Spelman 
students who attend Homecoming concerts and reasons why they attend.  This kind of 
inquiry places in-class learning regarding racial, class, and gender biasness and 
oppression within larger contexts where students can activate their critical consciousness. 
 Social and political change can be as small as carrying out informal surveys such 
as the one performed by students in the Special Topics class, to organized rallies and 
protests.  Music educators should not assume that students will become activist after 
taking one music class.  However, with a combination of content, in the conducive 
environment along with proper instructional delivery and classroom facilitation, feminist 
classrooms can be both empowering and transformative for students. These activities are 
significant first steps in the process of becoming civic-minded women who use their 
knowledge acquired in a music class to promote social awareness and ultimately social 
change. What is important to understand is that students’ awareness of their activist 
potential can occur at different stages of their learning experience.  
 For this study, both the principles of feminist pedagogy and Black feminist 
pedagogy were used in the instructional delivery of the Music History and Appreciation 
course.  In most classroom instruction, Professor Boyce found ways of enabling students 
to unravel issues centering on class, gender, race, and even sexual orientation, rather than 
forcing students into prescribed discussions. Activities such as the “Music Genre 
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Guessing Game” (see Chapter 4) provided platforms to guide students towards the 
awareness of biasness of marginalized people within larger contexts.  Professor Boyce 
used clips from social media to news to stimulate discussion regarding important issues 
and experiences.  In addition, she integrated simulations within her instruction where 
students acted out issues related to the oppression of Black women in the media.  She 
encouraged students to become involved in community-based projects (e.g., protests 
against the play and performance of misogynistic music on campus), and to attend forums 
on the role of women in music (students received extra credit).  
 Although this faculty participant exemplified most elements of feminist pedagogy 
and Black feminist pedagogy in her instructional delivery, she restrained from labeling 
herself as a feminist teacher: 
I feel like I incorporate the principles, but I wouldn’t necessarily call myself a 
feminist teacher.  I mean, this is my first year teaching, you know as a full time 
instructor, so I don’t know what my teaching method is.  I know what works for 
me.  So, I feel like I go about it in a way where I am not saying out right I am 
practicing, or I am doing this feminist pedagogy thing, because I think I can still 
be a feminist teacher and not label it. (Jessica, personal communication, 
November 14, 2013)  
This faculty participant’s reluctance to label herself as a feminist teacher suggests that 
emphasis should be placed more on how you teach, the ideals of teaching, and less on 
labeling the teaching methods.  While she claims that she incorporates feminist 
principles, she does not articulate a concern with conveying her teaching methods to her 
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students.  This instructor is the only female of the faculty participants and has the least 
teaching experience.  Comments such as the one above reflect the belief of many 
instructors of her generation and explain their reluctance to label themselves as feminist 
teachers.  Because she is a part of a generation that is removed from the struggle of 
gender equality, she has come of age during a time when a majority of women no longer 
strongly agree that movements for gender equality are needed (Assendelft, 2006) 
 The comments of the following student participant reflect the instructor’s 
resistance from labeling herself as a feminist teacher: 
My teacher use feminist pedagogy, but I really think it’s her own teaching style.  I 
mean, I think that’s just the way she teaches.  Maybe its because she’s closer to 
our age, cause my other teachers, my older professors don’t teach that way.  I 
think she believes that the students should be able to discuss and share what they 
believe.  So, I don’t’ think it’s something she would label.  It’s something that’s a 
part of her. Something she just does. (Shanae, personal communication, 
November 21, 2013) 
Although the instructor does not specifically articulate her teaching style as being 
feminist, observations demonstrate and student participants undeniably recognize 
feminist methods of teaching in the classroom. This student participant also suggests that 
the age and teaching experience of the instructor are major factors in her approach to 
teaching. That is, her experience is that younger, less experienced teachers seem to 
demonstrate principles of feminist pedagogy in their classes, even if they are not 
conscious of it.  The comment also suggests that older, more experienced teachers have 
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difficulty moving from the traditional, patriarchal methods of teaching, and should 
perhaps modify their instructional approaches to meet the needs of their students.   
 The same faculty participant was asked to share her perspectives of being a Black 
feminist pedagogue.  She was even more adamant against labeling herself as such: 
No. I wouldn’t call myself a Black feminist teacher.  I mean, I use a lot of the 
principles, but I think that has been something that has hindered the African-
American race for a very long time. I'm referring to that...that constant realization, 
this is Black, this is White.  And so I've been trying to move past that.  I’m 
beyond the whole labeling of - this is a Black thing, this is a White thing...okay. I 
also feel like we're already here, at Spelman, a Black female school, so you know, 
there's already so much coming with that, it's like - I don't wanna keep doing that 
in the classroom. If that makes sense. I kind of want to steer away from that 
[labeling myself], especially when it comes to being a music teacher, because it 
[music] is so universal. (Professor Boyce, personal communication, November 
14, 2013)  
Once again, although this faculty participant is a Black female, she is socially removed 
from the struggles of racial equality of the 1960s and the Black womanist movements of 
the 1970s, and does not see the need of racial equality movements, even in the classroom, 
are needed.  This faculty participant’s belief regarding the universality of music seems to 
have more influence on her pedagogical identity rather than gender and race. 
 Comments by another student participant reflected the instructor’s resistance from 
labeling herself as a Black feminist teacher: 
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No, I wouldn't say she's a Black feminist teacher. I would say she is well rounded 
though.   I mean, you know, based upon the description what Black pedagogy 
way of teaching is, I think she does that in our class. So in that essence, I would 
describe her as a Black feminist teacher, but without it being a bold in your face, 
“I’m a Black feminist teacher”. (Tameka, personal communication, November 26, 
2013) 
The student’s perspective of her instructor’s teaching methods are definitely in 
accordance with the perspectives of the faculty.  Although positioned in a Black college 
for women, the faculty participant suggests the environment is already conducive for 
implementing principles of feminist pedagogy in the classroom.  So, the need to reiterate 
that by “labeling” herself as a Black feminist teacher is unnecessary. Also, she mentions 
the universality of music as a fundamental reason why labels should not be placed upon 
teaching methods, particularly for music instructors.  This comment implies a major 
contradiction for using specified teaching methods for music instruction.  Moreover, one 
can interrogate Professor Boyce’s opinion that music is not universal.  The idea that 
music conveys ideas regardless of society and culture may be viewed as somewhat 
flawed.  While spoken languages differ, so do musical languages.  Just many as non-
Americans would not necessarily understand the various dialects of the English language, 
they also may not understand the meaning behind the philosophical implications behind 
the lyrics of rapper Tupac Shakur, or the harmony and chords of modern gospel music.  
The non-universality of music may indeed confirm the idea that a label is necessary.  
Labels help to validate the existence of a concept.    
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 The third theme, instructional delivery, revealed how faculty participants 
demonstrated the use of feminist pedagogy and Black feminist pedagogy in their teaching 
approaches.  Data revealed consistencies, as well as some contradictions from 
perspectives faculty have about themselves (intra-perspectives) and the perspectives their 
students have about the instructors (inter-perspectives).  Critical analysis for this study, 
revealed a disconnection from the theory of feminist pedagogy and Black feminist 
pedagogy, and the practice and delivery within the music classroom.  Although faculty 
participants incorporated elements of feminist pedagogy and Black feminist pedagogy 
within class content and course design, many of the faculty participants did not show use 
of these pedagogical approaches within their actual instructional delivery. When faced 
with obstacles with content and students’ skillset, some faculty participants responded by 
resorting to traditional, patriarchal ways of instruction.  In the case where principles of 
feminist pedagogy and Black feminist pedagogy were used the most, the instructor 
wished to emphasize the positive outcomes of her students rather than focus on labeling 
of her teaching.   Observations of class instruction accompanied by narratives by both 
student and faculty participants substantiated the transformative power of the 
implementation of feminist pedagogy and Black feminist pedagogy in the music 
classroom. 
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CHAPTER SEVEN – RESEARCH CONCLUSIONS, IMPLICATIONS, AND 
RECOMMENDATIONS  
“My hope for the future, not just in the music industry, but in every young girl I meet…is 
that they all realize their worth and ask for it.” 
- Taylor Swift 
 In the final chapter, I investigate the possibilities and promising practices made 
evident by feminist pedagogies and Black feminist pedagogies in relation to the field of 
music education.  Feminist pedagogy, as well as Black feminist pedagogy, offers an 
alternative teaching strategy for developing and delivering a diverse music curriculum.   
This is accomplished by expanding course content to include subject matter related to the 
experiences and backgrounds of marginalized populations, such as women of color.  
Demographical shifts in the broader society have impelled music scholars to view music 
education as socio-cultural action.  Therefore, the contextual make-up of institutions and 
their environments must be considered when implementing principles of feminist 
pedagogy and Black feminist pedagogy in the music classroom.   
 Applications of feminist pedagogy and Black feminist pedagogy in the music 
classroom serve as catalysts to enhance teaching and learning endeavors of instructors 
and students.  Optimum pedagogical results occur when music instructors evolve into 
gender sensitive educators, and students become uninhibited, active participants in their 
learning process.  Thus, I offer an integrated, promising view about the instructional and 
institutional components of content, context, and pedagogy to explore how a historically 
Black women’s college utilizes feminist pedagogy in the structure and delivery of its 
music program.  
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Conclusion of Research Findings 
 Central to the agenda of feminist pedagogy is its concern to (1) subject matters 
and (2) personal dynamics.  Both of these areas seek to empower teachers and students to 
become creative and critical learners. This not only involves incorporating content about 
women and gender issues, but also entails implementing vocabularies that address aspects 
of gender and sexuality as integral components of classroom discussions.  In regards to 
Black feminist pedagogy, this encompasses modifying traditional course content by 
including subject matter specifically based upon the Black women’s historical 
experiences.  By strategically designing music curricula and music courses to include 
subject matter of women, specifically women of color, students can experience positive 
learning outcomes. 
Curriculum and Course Design  
 The first emerging theme, Curriculum and Course Design, reveals ways the music 
curriculum of Spelman College integrated principles of feminist pedagogy and Black 
feminist pedagogy in the structure and delivery of its music courses.  Observations of 
class time, comments from faculty participants, and documents such as class syllabi 
identifies various ways faculty participants incorporated principles of feminist pedagogy 
and Black feminist pedagogy within their course design.  Such findings align with the 
work of Shackelford (1992) who recommends integrating material that is more inclusive 
and reflects the diverse needs of its students.  Although some faculty participants did not 
consciously construct their courses to include subject matter of gender and/or race, 
analysis of data suggests that these topics nevertheless emerge in various class settings.  
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Analyses of faculty narratives regarding content indicate a unanimous challenge 
concerning students’ deficiencies with subject matter and basic skills.  Faculty manage 
these obstacles by either incorporating content within lessons and activities, or by 
omitting content all together. 
 In effect, one way to create feminist music classrooms is to diversify course 
content to include music by women composers or activities of women musicians in 
courses, lessons, and rehearsals.  Previous research concludes that there is no singular 
way to deal with the challenge of students’ lack of understanding subject matter and 
deficient skillsets (Brandt, 1990; Crabtree & Sapp, 2003). Instructors can either 
incorporate feminist practices without negating academic content or give up content and 
focus primarily on students’ creative and critical development as engaged learners. 
Moreover, research findings suggest a feminist music curriculum is more effective when 
gender-based content and subject matter is integrated within the overall design and 
delivery of the course, and not as a separate or exclusive focus (Howe, 1998; Scott, 
Britain, & Harrassowitz, 2004).  When information about women is fully integrated 
within the curricula, and not added as sidebar notes or afterthoughts, women’s 
contributions and accomplishments can be adequately discussed.  
 Principles of feminist pedagogy and Black feminist pedagogy can be applied to 
any classroom.  However, one must take into consideration the context of teaching and 
learning environments to effectively implement its principles.  Structural influences such 
as gender and race are often omitted when considering the application of feminist 
pedagogy and Black feminist pedagogy in the classroom.  These influences determine the 
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instructional approaches applied in the classroom. Consequently, each teaching and 
learning environment requires a specific pedagogy appropriate for the contextual make-
up to that setting. 
Historical and Socio-cultural Influences 
 The second emerging theme, Historical and Socio-cultural Influences reveals how 
historical and socio-cultural dynamics of the college influences the implementation of 
feminist pedagogy and Black feminist pedagogy in the music classroom. Documents such 
as Spelman College’s Bulletin (Student Handbook) showed how the college’s mission, its 
purpose, as well as its institutional goals all reflect feminist pedagogy and Black feminist 
pedagogy principles.  Analyses of student interviews suggests that learning environments 
in which students share common gender and racial experiences encouraged students to 
critically reflect on and analyze their unique place in society, especially in terms of 
racism and sexism (hooks, 1994).  This commonality, as seen in the study, raised 
consciousness in student participants, transformed them to create their own “truths”, and 
promoted them to become creative and critical learners. In addition, faculty narratives 
revealed how teaching marginalized groups, such as Black women, can promote a gender 
sensitive instructional approaches, resulting in positive teaching and learning outcomes 
for both the teacher and the student.    
 Integrated influences of race and gender are viable impacts of how feminist 
pedagogy and Black feminist pedagogy are demonstrated in undergraduate music 
courses.  Small (1990) claims that musical meaning lies in negotiating ideas within a 
culturally and historically defined context, including factors of race and gender.  Results 
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of this study conclude that feminist music curricula is most effective when it is supported 
by an institutional mission that also promotes ideals of feminist pedagogy and Black 
feminist pedagogy.  Furthermore, a feminist music curriculum should not be a “cookie 
cutter”, “one-size-fits-all” model used for every music department.  Instead, each music 
curriculum should be tailored to reflect the experiences of its students.  
 Feminist pedagogy involves more than just diversifying content and contextual 
understanding of teaching and learning environments.  What should matter to music 
educators is not only why and what we teach, but also about how we teach – the 
pedagogical approach utilized in conjunction with the content while taking into 
consideration the context in which music is taught.  To change what we teach requires us 
to change how we teach (Penn, 1997). This often means modifying instructional values 
and traits to reflect the diversity of the educational environment.  
Instructional Delivery 
 The third emerging theme, Teaching and Learning Endeavors, highlights the 
pedagogical impacts of feminist pedagogy and Black feminist pedagogy on faculty and 
student participants in an undergraduate music environment.  The analyses of student and 
faculty narratives provide a deeper understanding of the range of perceptions faculty had 
regarding their own teaching styles (intra-perspective) and students perspectives 
regarding their instructors (inter-perspectives).  Whereas analyses revealed consistencies 
between teacher and student perspectives, analyses also shows disparities between 
teacher and students beliefs concerning pedagogical approaches, particularly performance 
ensembles such as the Glee Club.   
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 Because of the many years of indoctrination into an educational system that 
promotes systematic forms of oppression and traditional roles of teaching (i.e., teacher as 
authority, learner as subordinate), most students are not receptive to diverse approaches 
to teaching which encourages them to become active participants in their learning 
process.   Research contends that students have difficulties adjusting to feminist 
classrooms and their expectations (Shor, 1996).  Notwithstanding, analyses of students’ 
narratives in this study suggest that students positively adjust to the feminist classroom.  
The students reported little to no problems of transitioning into a feminist classroom.  
Much of what distinguishes those who transition well and those who do not have to do 
with the manner in which teaching strategies are applied.  Therefore, regardless of their 
previous learning experiences of students, the study concludes that when teaching 
strategies of feminist pedagogy and Black feminist pedagogy are properly employed in 
the classroom, students are readily receptive to transformative teaching.  There were 
instances, however, in which faculty perceptions of their feminist teaching approaches 
differed from their students’ perceptions of their teaching. Moreover, observations of 
classroom instruction revealed that two of the four faculty participants conformed to 
traditional, patriarchal teaching methods (e.g., lecture without soliciting student input), 
rather than using feminist pedagogical approaches.  Compared to Professor Rogers and 
Professor Boyce, Dr. Leonard and Dr. Patrick bring to the Spelman College music 
department more years of collegiate teaching, but implemented fewer principles of 
feminist pedagogy within their classroom instruction.  Professor Boyce, the youngest 
faculty member with the least experience of collegiate teaching appeared to consistently 
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implement more principles of feminist pedagogy than any of her colleagues.  Ironically, 
she insisted that she does not “label” herself as feminist teacher, but would rather allow 
her teaching approaches to speak for themselves.  Particularly given the context of the 
single-sex institution for Black women, Professor Boyce seeks to distance herself from 
the assumptions and expectations that constitute feminist pedagogy, and places her focus 
more on her teaching rather than a label.   
Implications  
Process-oriented Curriculum  
  The first implication of this study suggests a process-oriented curriculum is 
needed to establish successful feminist classrooms.  A process-oriented curriculum 
differs from a product-oriented curriculum in its emphasis and concerns.  A product-
oriented approach emphasizes mechanical and technical aspects of the discipline, and is 
primarily concerned with the “correctness” of a final product.  However, a process-
oriented approach emphasizes the idea that mechanical and technical aspects are integral 
parts of the developmental process.  Its primary concern is with the progression that 
creates self-discovery and meaning, causing students to become creative, critical thinkers.   
 Traditional pedagogical approaches primarily emphasize the dissemination of 
information from the instructor, and the mastery of content and/or skills by the student.  
In addition, it often disregards the process of how teaching and learning takes place in the 
classroom, and places its focus on the performance of the learners and their reactions to 
instruction given by the teacher.  Feminist pedagogy, on the other hand, is highly 
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process-oriented.   It considers student learning as involving not only mastery of 
knowledge, but also the learning experience that takes place as knowledge is shared.  The 
focus and validation of one’s learning experience is central to the aims of feminist 
pedagogy because power becomes de-centered in the classroom.  This is a contrast to the 
product-oriented curriculum, which is often a “reciprocal interaction” between the 
instructor and student.  As a result, classroom hierarchy is minimized and democratic 
environments are created in which students can become actively engaged in their learning 
process. 
 In regards to music education, employing a process-oriented curriculum in the 
classroom poses difficulties for instructors.  According to Lamb (1996) a process-
oriented curriculum often conflicts with the concerns key to many feminist pedagogies 
because the emphasis is placed upon performance as a learning product.  Observations of 
class time in this study aligned with Lamb’s theory.  Glee Club observations, in 
particular, exhibited various challenges of implementing principles of feminist pedagogy 
and Black feminist pedagogy in this performance-based class (e.g., ensemble size, 
unrelenting performance dates, students’ lack of musical knowledge).  These challenges, 
as noted by the faculty participant and student participants in this class, prevented 
positive teaching and learning outcomes for both the instructor and students. 
 Whereas Lamb (1996) identifies discords among music education and the 
interdisciplinary nature of feminist education, Woodlock (1995) suggests a three-point 
model in which educators should utilize as a basis for a process-oriented curriculum – (1) 
the student learning process, (2) the action process, and (3) the reflection process.  During 
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the student learning process, a foundation of the curriculum is presented and skills are 
introduced as the students need them.  During the action process, students enact upon 
their process of creation - making music, talking about music, teaching music, and 
listening to music in their own words and expressions. During the reflection process, 
students respond to their works and the works of their fellow students through critical 
writings and dialogue.  During each point of the process, the instructor is present to assist 
students in their overall development and learning experiences.  This model serves as a 
well-rounded approach to effective teaching because instructors can focus on students’ 
creative and critical development as engaged learners without negating academic content. 
 
Figure 4: Woodlock’s 3-point model of a process-oriented curriculum 
Attention to Marginalized Voices in Music Education  
 Another implication of this study suggests more attention should be given to 
marginalized people in music classes.  The concept of marginalized voices emerged in 
the 1960s and is rooted in Black feminist thought.  At that time, Black women academics 
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aimed at creating a powerful voice that linked historical subjugation of Black women’s 
knowledge to the way in which knowledge has been both within and outside of the 
academy (Gaztambide-Fernández & Switzer, 2010).  Certain educational practices, 
particularly found in music education, exclude certain voices while privileging others by 
positioning certain ways of knowledge as objective and devoid of dynamics of race, 
gender, class, and sexuality. In addition to excluding individual voices, the exclusion of 
particular issues and experiences from curriculum perpetuates the idea of silencing and 
further marginalizing collective voices. 
  Marginalized voices are often excluded from music education research.  
Coeyman, (1996) suggests critical dialogue regarding the position of underrepresented 
students can activate addressing marginalized voices in music classrooms.  She believes 
having discussions concerning what history is and how it is written can help clarify why 
marginalized groups have been left out of the musical canon of history, and how our past 
still influences current professional practices.  This means examining the structures of 
formal music education, systems of thought and actions that have historically 
marginalized, suppressed, and subjugated minority voices, and diverse ways of knowing 
within the field of music. 
 Feminist pedagogue bell hooks (1984, 1994) connects the concept of 
marginalized voices with curriculum studies.  Using Freire’s educational practices of 
freedom as a framework, hooks suggests creating liberating classrooms in which all 
students have a voice in the learning process – questioning dominant truths and 
authorities that have systematically excluded marginalized voices within the classroom. It 
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is within these spaces that students can cross from margins to center in their journey 
toward self-actualization.  Observations and analyses of students’ narratives in this study 
aligned with hooks’ notion of liberating spaces.  For example, music classrooms were 
observed as “safe spaces” in which students were free to voice their beliefs, form new 
“truths”, and create self-definitions about themselves.  One student participant responded, 
“I adjusted right away because I felt liberated.  Like I had a voice, and my voice 
mattered” (Brandy, personal communication, November 14, 2013).  Feminist pedagogy 
encourages faculty and students to speak with their own voices, from their own 
experiences. By honoring all voices, especially marginalized voices, educational practices 
can promote pedagogical approaches that can eventually break down all dynamics of 
oppression. 
 The use of feminist pedagogy and Black feminist pedagogy in music classrooms 
challenges the hegemonic systems of formal music education that often marginalize 
certain groups.  One of the ways groups are marginalized is by hierarchal thinking, and 
those who have traditionally and historically possessed higher hierarchal status have been 
the principal interpreters and disseminators of music education.  When this form of 
hierarchal system is in place, those of lower status (e.g. not part of the center) are valued 
less and are viewed as insignificant, unimportant, and powerless.  The devaluing of 
marginalized voices inevitably leads to the silencing of marginalized students, labeling 
them as “them” and “other”.  Consequently, moving from the margin to the center 
becomes the focus for marginalized and ignored groups so that they can have a voice and 
be heard.   
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I propose a feminist pedagogy and Black feminist pedagogy approach that 
challenge and ultimately shift the paradigms of what is interpreted as “power”.   
The movement from center to margin and margin to center should be a constant motion 
in both directions.  From the point of view of those who are marginalized, it is a 
prevailing form of empowerment to choose the margin as a place to stand firm and make 
a difference.  Furthermore, those who find themselves at the center should consider a 
move to the margin as a way of standing in solidarity with those who are oppressed and 
working for justice (Russell, 1993).  In a true, liberated music classroom there is neither 
margin nor center, but this inclusiveness and acceptance in the music classroom would 
require a continuous critical analysis of the nature of marginality in music education. 
Teacher Preparation in Differentiated Instructional Approaches  
 The final implication of this study suggests teacher preparation in differentiated 
instructional approaches is necessary for music educators to successfully employ ideals 
of feminist pedagogy and Black feminist pedagogy in the music classroom.    
Differentiated instruction follows the ideals of feminist pedagogy and Black feminist 
pedagogy in that it engages students in their learning process in meaningful ways.  
Feminist pedagogy is a multi-faceted phenomenon that operates on many fronts.  
Therefore, traditional delivery of music instruction cannot follow a “one size fits all” 
approach as it has in the past. In order to meet the needs of a growing diverse student 
population, music educators must be prepared to utilize multiple forms of teaching 
strategies in the classroom. 
 Many questions have been raised regarding teacher preparation for college 
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professors.  One such question is, “How do college professors get to be effective teachers 
without any formal training?”  Most instructors, such as Professor Rogers in this study, 
indicate that they learn – consciously or unconsciously – by observing their own teachers.  
Although observing previous teachers may have its benefits, distinct initiatives have been 
established to provide the necessary training for graduate students who wish to pursue a 
career in professorship.  One such initiative is the Preparing Future Faculty (PFF) 
initiative, a national movement to transform the way aspiring faculty members are 
prepared for their careers.   PFF’s mission is to better prepare graduate students for the 
professoriate by enhancing their abilities to make informed choices in the college 
classroom, and by providing activities to acculturate them into the academy (Preparing 
Future Faculty, (2012).  The PFF initiative has brought attention to the importance of 
pedagogical issues to graduate students.  As a result, more graduate school programs are 
instituting programs based upon the PFF platform. 
 Several studies indicate the lack of teacher preparation in differentiated 
instruction.  Conway’s research (2012) revealed that much of the focus during both pre-
service and in-service education has been based on the concept of differentiated 
curriculum, teaching and learning, not the actual practice of it.  Thus, new teachers enter 
the classrooms with a lack of functional and practical skills required to teach a diverse 
population of students.  Tomlinson, Brimijoin, and Narvaez's (2008) research discovered 
that teacher-education programs in general are not preparing tomorrow's teachers for the 
increasing diversity of students. They found that pre-service teachers seldom, if ever, 
experience differentiated instruction in their teacher-preparation programs.  Music 
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educators are not immune to the lack of preparation in differentiated learning.  In fact, 
most music teachers tend to teach, lecture, and run rehearsals the way they were taught, 
lectured, rehearsed.  Unfortunately, this perpetuated form of instruction does not reflect 
the diverse needs and experiences of current music students.  
 Differentiated instruction is founded upon the philosophy of teaching that 
advocates delivery of instruction based on student needs.  Much like feminist teaching, 
students’ needs become a central factor for instruction.  Instruction becomes 
differentiated when teaching is individualized, sensitive, and responsive to needs, both 
teachers and students.  Learning should be an exciting process, without the confinements 
of rote, assembly line learning (hooks, 1994).  Observations of class instruction in this 
study aligned with hooks (1994) notion of creating spaces conducive for exciting learning 
processes.  In the example of the “Guess the Music Genre” game, not only did students 
master the objective of the lesson/game that was to identify characteristics of certain 
genres of music, but students were given opportunities to discuss other topics regarding 
identifying music.  Unlike traditional, lecture-based instruction found in many 
undergraduate music classes, this game served as a platform in which students were given 
the opportunity to use their own personal experiences as valid elements in their learning 
process.  
Recommendations for Further Research 
 I investigated various ways principles of feminist pedagogy and Black feminist 
pedagogy is implemented in the design and delivery of an undergraduate music program.  
Interlocking systems of race and gender were also explored to determine their roles in the 
	  	   179 
pedagogical practices of teachers and students within a single-sex institution for women 
of color.  While numerous topics were addressed in the study, there are several areas for 
further development.  The findings of this particular study generate a number of broader 
questions that may guide future research:  
• How can institutions of higher education use principles of feminist pedagogy and 
Black feminist pedagogy as a basis to construct college curricula that 
encompasses intellectual capacity, social engagement, and cultural awareness for 
its students?  
• How can institutions of higher learning ensure that teaching methods and 
strategies that are practiced in classrooms align with the institutional missions 
and pedagogical goals? 
• How effective is the implementation of feminist pedagogy and feminist teaching 
strategies on the performances in an all-male classroom setting? Of both male 
and female students from diverse groups? 
• How can current U.S. teacher preparation and professional development 
programs better assist pre-service and experienced teachers with acquiring skills 
in designing activities that actively engage students who are generally 
marginalized in broader society? 
• How can conversations amongst administration, instructors, and students direct 
more attention to educational structures and curricula that are sensitive to the 
needs of marginalized groups? 
Whereas the above questions offer broader suggestions for research, there are other 
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research ideas and questions directly related to this study that I would like to endeavor:   
• What professional development and/or pedagogical initiatives can college music 
departments implement to better equip music faculty at providing course content 
related to the students’ cultural context? 
• How does the use of feminist pedagogy and Black feminist pedagogy in K–12 
music classes compare to the use of these pedagogies in college music settings?   
• How does the use of feminist pedagogy and Black pedagogy work in music 
ensembles/environments outside academic settings (e.g., church choirs, 
community choirs, pop groups, etc.)?  
 As demonstrated in this study, feminist pedagogy and Black feminist pedagogy 
are effective teaching strategies for undergraduate music programs.  Proper application of 
these pedagogies can help expand course content for curricula, provide contextual 
understanding of class environments, and improve pedagogical approaches of instructors.  
Whereas feminist pedagogy and Black feminist pedagogy address the essential 
components of content, context, and pedagogy, these components do not function as 
separate entities in the music classroom.  In order to reap full benefits of feminist 
pedagogy and Black feminist pedagogy, the content of the subject matter, the context in 
which the subject is taught, and the pedagogical influences between the instructor and 
student should all be considered simultaneously.  In doing so, both teachers and students 
can share positive teaching and learning experiences.    
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APPENDIX A - INTERVIEW PROTOCOL FOR FACULTY 
Time of interview: 
Date: 
Place: 
Interviewer: 
Interviewee: 
Position of the Interviewee: 
Feminist pedagogy is a teaching approach that promotes a more democratic way of 
teaching and learning where students take an active role in the learning process and are 
encouraged to become critical and creative learners.  In a feminist pedagogy class, one 
may witness dialogue rather than lecture, class arrangements that focuses on the students 
rather than a professor on a “stage”, and intimate exchanges in small groups rather than 
full class responses. 
1. Based on this description, do you feel the principles of feminist pedagogy are 
promoted in your studio/classroom(s)? If yes, in what ways are they exemplified? 
If no, explain why? 
2. How have you designed your course to include principles of feminist pedagogy? 
3. Do your course objectives and learning outcomes encourage students to address 
socio-cultural issues such as gender and race? Please describe. 
4. How does teaching in a historically Black college for women affect your teaching 
approach?  
5. Would you describe yourself as a “feminist teacher”? Why or why not? 
6. How does this the feminist pedagogical approach compare with your personal 
teacher preparation background?
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APPENDIX B - INTERVIEW PROTOCOL FOR STUDENTS 
Time of interview: 
Date: 
Place: 
Interviewer: 
Interviewee: 
Position of the Interviewee: 
 
Feminist pedagogy is a teaching approach that promotes a more democratic way of 
teaching and learning where students take an active role in the learning process and are 
encouraged to become critical and creative learners.  In a feminist pedagogy class, one 
may witness dialogue rather than lecture, class arrangements that focuses on the students 
rather than a professor on a “stage”, and intimate exchanges in small groups rather than 
full class responses. 
1. Based on this description, do you feel the principles of feminist pedagogy are 
promoted in your studio/classroom(s)? If yes, in what ways are they exemplified? 
If no, explain why? 
2. Do the course content of your music class encourage you to address socio-cultural 
issues such as gender and race? If so, please describe. If no, explain why? 
3. How does attending in a historically Black college for women affect your 
expectation of teaching styles from your instructors? 
4. Would you describe your instructor as “feminist teacher”? Why or why not? 5. How does this the feminist pedagogical approach compare with your personal 
learning background prior to attending Spelman College?
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APPENDIX C – OBSERVATION PROTOCOL 
DESCRIPTIVE NOTES REFLECTIVE NOTES 
1. WHO 
Who are the participants (e.g. class size, student 
classifications)? 
What are the relevant characteristics of those being 
observed? 
	  
2. WHAT 
What is taking place? What are the participants 
doing and saying to one another? 
What is the content of the participants’ interactions? 
Do the content reflect foundations of feminist 
pedagogy? What beliefs do the conversations 
demonstrate? Who talks and listens?  
	  
3. WHERE 
Where does the observation take place? What is the 
make-up of the physical setting? 
 How does the physicality of the setting effect the 
learning process? 
	  
4. WHEN 
How often does the participants meet and for how 
long? 
How is classroom instructional time distributed? 
	  
5. HOW 
How is content explained within the context of the 
setting? 
How does interaction reflect principles of feminist 
pedagogy? 
	  
6. WHY 
Why do participants operate as they do?  
What traditions and values surface among the 
participants? 
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